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Radio has not only survived the “decline” ex-
pected with the advent of television, it has
grown impressively—in audience, impact and
total revenue.

When this book was first put together almost
ten years ago, its authors wanted to provide a
single, comprehensive source for learning about
radio for the student, the beginning professional,
the practitioner and the lay person. Their aim
was to be more humanistic than technical, yet
at the same time to help people learn “how-to”
do as well as to understand the various things
that go into the development, operation and
programming of a radio station.

Since then, Radio Broadcasting has become
the basic text on the principles and techniques
of modern radio broadcasting. It has now been
revised and expanded to reflect the further
growth of radio and the development of new
programming formats. These major areas are
covered:

* Beginning, Growth and Regulation
* Studio and Operating Facilities

* Format

* Programming and Management

* Writing

* Producing and Directing

¢ Performing

There are new illustrations throughout plus
sample scripts, notes and selective bibliogra-
phies that add to the usefulness of this practical
book.
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PREFACE

SINCE THE PUBLICATION OF Radio Broadcasting in 1967 those
of us who contributed to the book have been told frequently by students
whom we have met socially, professionally and in other non-academic situa-
tions that they have used or are using the book in class. At professional meet-
ings and social gatherings teachers and professionals in the broadcasting field
have told us that they use the book in their classes, or at their stations for
reference and for training newcomers who enter their organizations. Many
foreign visitors who come to my office in Washington ask whether I am the
same person whose name appears on Radio Broadcasting, which they use
as a basic text/reference in their respective countries. I appreciated a recent
postcard from Lesotho from an official of a major American broadcasting
company, who wrote: “Here I am in south Africa and what do I see but
your book, Radio Broadcasting, on the library shelf. It’s like meeting an old
friend.” We are grateful.

Radio is an old friend that in its stability and aging may sometimes be
taken for granted, temporarily replaced by a more glamorous medium. But,
like a beneficent Hydra, radio always seems to get its héad together and
comes back as an essential and dependable part of our life. In many emerg-
ing countries of the world, radio, rather than television, is the principal
medium of mass communications — including, as it does, information, en-
tertainment and motivation. In the United States, as pointed out in Chapter
1, radio has grown in the past decade, despite a retrenchment following the

7



8 RADIO BROADCASTING

sudden bursting forth of television some two decades ago. When some of its
functions were cut off by television, which performed them more attractively,
radio grew new heads and reoriented itself to new major areas. Radio and
television are not, as some once thought, competing media. They are com-
plementary. Even when the content may be essentially the same, such as
news and sports, their target audiences, including place and time of recep-
tion, are largely different. Now, in the summer of 1974, the number of radio
stations in the United States exceeds 7,600, with some 25,000 stations in
operation throughout the world.

We look forward to the not-too-distant future when every person in the
world will have the advantage of multi-media reception, including radio and
television, and when satellites will permit all peoples and all cultures to
communicate with each other and to understand each other’s needs and
values. But right now, in most countries of the world, radio is the dominant
and, in some cases, the only viable mass medium.

When we put this book together for the first time almost ten years ago
we wanted to provide a single, comprehensive source for learning about
radio for the student, for the beginning professional, for the practitioner
and for the lay person. Our aim was to be more humanistic than technical,
yet at the same time to help people learn “how-to” do as well as to under-
stand the various things that go into the development, operation and pro-
gramming of a radio station. We hoped to combine the descriptive and the
didactic: the use of radio and all its facets to meet the needs and serve the
purposes of the people who listen. We sought to achieve a combination of
ethics and action, of ascertainment and fulfillment.

In his Publisher’s Letter in Television/Radio Age of January 21, 1974,
S. J. Paul wrote that “A half century ago, the communications hero in small
town America was the editor of the country weekly, or the small town daily.
He wrote much of the paper, solicited the ads and supervised the printing.
He was also usually his own circulation manager. He was the town chroni-
cler. Today that individual has been replaced in local influence by the
manager of the local radio station. . . . He is usually his own program
director, sales manager and many times the chief announcer and news direc-
tor. He belongs to just about every service organization in the town and he is
involved with his community in a personal way, as well as through his
station.”

If we may add “she” to the “he” above, we would say that the initiator,
protector and chronicler of an enlightened country and of a thinking country
can and should be, to a large extent, the radio professional — the manager,
the writer, the announcer, the technician, the performer, the producer — all
those who are responsible for keeping the radio station on the air and for
what goes out over the air. We hope this book can be helpful to them.

We also hoped to show enough of the basic concepts and applications
of radio to make the book useful beyond the United States and we have
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been pleased that it has been used in many countries, in part through a
French language edition published in 1970 by Nouveaux Horizons of
Strasbourg and Paris as La Radio: Une Carriére and distributed by the U.S.
Information Service in French-speaking lands.

I am grateful to my collaborators, Betty Czech, George Hall, Bill
Hawes and Earl Wynn for their dedication and cooperation in the difficult
job of revising and updating, to Gertrude Barnstone for her proofing and
editorial suggestions, to Yuri Tanaka for her gracious and dependable typ-
ing, to Russ Neale for his tactful combination of patience and exhortation,
to his assistants at Hastings House, Jim Moore and Lee Tobin, to the broad-
casters and agencies who cordially and cooperatively provided updated
scripts and other materials, and to the many people who have used Radio
Broadcasting and whose comments and suggestions over the years were so
helpful in arriving at this new edition. Although this book was completed
entirely on my own time, with my own equipment and supplies, and with
no use of any government materials not available to the general public, 1
am appreciative to those of my colleagues at the Federal Communications
Commission whose publicly-available resources and comments were also
made available to me. Their help to me reflects their same good service to
the public.

When we began writing the first edition of Radio Broadcasting many
people were saying that radio was dead. It wasn’t then and it isn’t now. It
is, indeed, very much alive and we feel privileged to have been and to be,
through this book, a part of its life.

ROBERT L. HILLIARD
Washington, D.C.
August, 1974
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BEGINNING,
GROWTH
AND REGULATION

BY RDBERT L. HILLIARD

THROUGHOUT history people have sought ways of achieving
instantaneous mass communications. From ancient Athens where a speaker
on a platform reached the total population at once in one place, to early
America where an Indian sending smoke signals reached all the people of
his tribe at once scattered over a wide area, the instant medium has been
a most significant factor in the conduct of human relationships. It was only
in this century, however, that a medium that was truly instant and mass,
capable of reaching the total population of the world as well as of a country
or a region or a community, came into being.

That radio has had tremendous impact on society, affecting attitudes,
behavior and motivation, is undeniable. Mussolini was quoted as saying
that without radio he would not have been able to achieve the solidification
of and the power over the Italian people that he did. In the United States,
from a different ideological viewpoint, the Fireside Chat over radio is fre-
quently thought of as having vastly strengthened President Franklin D.
Roosevelt’s popularity and influence with the American people. Who of us
who heard them will ever forget the tremendous excitement and impact of
the Fireside Chats? What an indication of radio’s power when we realize
that the total number of Fireside Chats F.D.R. gave was only four.

In the United States radio’s impact on the economy, on business and
industry, on marketing, on the entertainment field has been great, in some
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instances revolutionizing selling and buying practices and corporate organi-
zation. In 1974 advertisers spent $60 million on network commercials,
$387 million on national and regional spot announcements and $1.31 bil-
lion for commercials on local radio stations for a total of $1.76 billion —
up 6.6% from the previous year. Increased expenses caused a leveling off
of radio profits to $90.2 million. This was, we must remember, some 20
years after radio supposedly died. With the growth of national network tele-
vision in the early 1950’s, prognostications were that radio’s demise was not
far off. The harbingers were partly correct. Net radio profits, which were
$61 million in 1952, dropped to $29.4 million in 1961. However, with radio
revitalizing itself with new formats and organizational approaches, net profits
rose to $87.3 million by 1966 and reached a pre-1972 peak of $113.4 mil-
lion in 1968. Total revenues increased from just under $469 million in 1952
to $872 million in 1966 and went over the billion mark, to $1,023 million,
in 1968. The contributions of FM radio to the medium’s generally increased
popularity was reflected in the more than 25% increase of FM revenue in
1974 over 1973.

In October, 1975 there were 7,958 radio stations on the air in the
United States: 4,424 commercial AM, 2,713 commercial FM, and 821 non-
commercial public or educational stations. In 1975 more than 96% of the
population over 12 years of age — some 155 million people — listened to
radio during the course of any given week, for an average total of over 26
hours per week. Some 98.6% of the homes in the United States had one or
more radio sets. Over 400 million sets were in use, including homes, auto-
mobiles and public places.

THE BEGINNING

But radio did not come full-blown on the American scene, although
in the measure of history its growth has been as instantaneous and rapid as
its function. It was only in 1920 that the first professional public broad-
casting took place — a remarkably short time ago for the growth it has
achieved when we consider the great number of people now alive who were
alive then. In fact, radio is still being run by many of its “first generation”!

* Theoretically, radio was discovered in the 1860’s by James C. Maxwell,
a Scottish physicist who worked out the formulas that predicted the exist-
ence of electromagnetic or radio waves. The first person to create what we
now call radio waves was German physicist Heinrich Hertz who in the
1880’s and 1890’s projected rapid variations of electric current into space
in the form of waves similar to those of light and heat, proving Maxwell’s
theories correct. It is Hertz’ name that we now use internationally to de-
scribe the number of cycles per second of radio frequencies. Guglielmo
Marconi, the inventor of the wireless telegraph, is credited with sending
and receiving the first wireless signals in 1895. These were flashed just a
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short distance, across his father’s estate in Bologna, Italy. By 1899 Marconi
was able to send the first wireless signal across the English channel and in
1901 successfully spanned the Atlantic Ocean, with the transmission of
the letter “S” from England to Newfoundland.

Two inventions of tubes marked the next significant steps in the de-
velopment of radio: the diode rectifier tube in 1904 by Englishman Sir
John Fleming, and the audion or vacuum tube, a triode amplifier with a
filament, plate and grid in 1906 by American Lee de Forest, considered by
some to be the “father” of radio.

At first all transmissions sent through the air by “radio” were tele-
graph signals. There are conflicting claims for the first broadcast of speech
sounds over the air. Historians generally acknowledge the first voice trans-
mission to be by Reginald A. Fessenden in 1906 from Brant Rock, Massa-
chusetts. Nearby ship operators were surprised to pick up the sound of the
human voice on their receiving equipment. One claim dating back to 1892
is the reported transmission, “Hello, Rainey,” from Nathan B. Stubblefield
to his neighbor Rainey T. Wells in a wireless demonstration near Murray,
Kentucky.

Early in 1910 voice transmission received great impetus when the
voices of Enrico Caruso and Emmy Destinn were transmitted from back-
stage at the Metropolitan Opera House in New York by de Forest radio-
phone and were heard by a radio operator on the S.S. Avon at sea and by
amateur operators in Connecticut. The value of radio was dramatically
proven in 1912 when wireless signals from the S.S. Titanic were received
by young radio operator David Sarnoff in New York and helped save 705
lives. The first practical application of radio was for ship-to-ship and ship-
to-shore telegraphic communication. This new communications medium
was first known as “wireless.” American use of the term “radio” began in
1912 when the Navy, believing that “wireless” was too inclusive, adopted
the term “‘radiotelegraph.” The British still continue to use “wireless.” The
word “broadcast” stems from early United States naval reference to the
“broadcast” of orders to the fleet. In 1915 the Bell Telephone Company
of Arlington, Virginia conducted the first transatlantic voice experiments.

There were many early experimental audio transmissions, but it was
not until after World War I that regular broadcasting began. The “first”
broadcasting station is a matter of conflicting claims, largely because some
of the pioneer stations developed from experimental operations and it has
been difficult to ascertain when experimental transmission left off and pub-
lic broadcasting began. Two of the earliest experimental stations began at
the University of Wisconsin in 1915 and in Pittsburgh in 1916. The Pitts-
burgh operation became KDKA and is generally credited with beginning
the first regularly scheduled broadcasting with the Harding-Cox presiden-
tial election returns on November 2, 1920. Claims are also made for WWJ,
Detroit, as having started regular broadcasting on August 20, 1920. The
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first station to be issued a regular broadcasting license according to the
records of the Department of Commerce, which then supervised radio,
was WBZ, Springfield, Massachusetts, on September 15, 1921,

An important technical advance in making radio available for the pub-
lic was the demonstration in 1922 by inventor Edwin H. Armstrong of the
superheterodyne as a broadcaster receiver. It wasn’t long before the com-
mercial value of radio was realized. At first many of the stations were oper-
ated by colleges and universities, with information and educational programs,
including newscasts, weather reports and farm news as the principal pro-
gramming. The costs of radio operation began to put many of these stations
out of operation. Many stations were operated by newspapers in order to
promote the newspapers. Some stations were used principally to sell the re-
ceiving equipment manufactured by the station’s owner. Businessmen, how-
ever, looked for some better financially stable use of the new medium. Their
answer came on August 28, 1922, when WEAF, New York City, broadcast
the first sponsored program. When the sponsoring real estate firm’s two
advertised buildings in the Borough of Queens were sold through the radio
ads, commercial radio was born.

As early as 1922 there was experimental network operation, using
telephone lines. In that year WJZ (later WABC), New York, and WGY,
Schenectady, broadcast the baseball World Series. Early in 1923 WEAF,
New York, and WNAC, Boston, jointly picked up a football game. On
June 21, 1923, a speech by President Harding was broadcast simulta-
neously in St. Louis, New York and Washington, D.C. to an unprecedented
audience of some one million people. Later that same year WEAF and
WGY were connected with KDKA and KWY, Chicago, to carry talks made
at a dinner in New York. President Calvin Coolidge’s message to Congress
was broadcast by seven stations in late 1923, Limited networks carried the
1924 Republican convention in Cleveland and Democratic convention in
New York. “Chain” broadcasting, as it was then called, soon extended
across the country, and in 1925 a 24-station transcontinental hookup car-
ried President Coolidge’s inaugural to some 30 million people.

Network growth during this period, however, was limited by the Amer-
ican Telephone and Telegraph Company’s control over long distance lines.
It did not permit stations other than those joining its own radio network to
use these lines for interconnection. It wasn’t until AT&T withdrew from
radio broadcasting in 1926 that network radio was able to develop. AT&T
sold its radio properties to the Radio Corporation of America, which estab-
lished the first regular network that year with 24 stations. It started with
two key stations, WEAF and WJZ, both in New York. As the National
Broadcasting Company, it firmly established the network concept on Janu-
ary 1, 1927 with a play-by-play description of the Rose Bowl football game
from Pasadena, California over its first coast-to-coast hookup of 19 sta-
tions. Finding itself with two sets of stations, the ones it purchased from
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AT&T and the stations it had been developing as an RCA network, NBC
formed two networks, naming them the Red and the Blue after the colors
of the sheaths covering the wires of each of the networks. In 1927 the
Columbia Broadcasting System was organized with a basic network of
16 stations.

Radio grew wildly during its formative years, in terms of a prolifera-
tion of stations, the development of networks and advertising support,
and technically culminated in the first around-the-world broadcast from
Schenectady in 1930. Its unchecked growth, however, resulted in chaos
over the airwaves, with the new medium virtually choking itself to death.
By the mid-1920’s it was clear that federal regulation was necessary if
radio was to survive.

EARLY REGULATION

The first federal law relating to radio was the Wireless Ship Act, en-
acted by Congress in 1910. It dealt solely with the use of radio by ships, at
that time the only serious use of the wireless medium. The first law to regu-
late radio in general was the Radio Act of 1912. In anticipation of the
growth of radio, it gave the Secretary of Commerce and Labor (combined
in one Department at that time) the responsibility of licensing radio stations
and operators. Inasmuch as commercial or public stations as we now know
them did not develop until after World War I, for some years the new regu-
lations were applied principally to ships, which were required to have wire-
less stations and operators for safety ourposes, and to the forerunners of
stations, the experimental radiotelephone operations. As in World War II
in the case of television, civil radio development stayed at a plateau during
World War I as the United States government took over all the wireless
stations with the exception of a few high-powered ones.

Following World War I radio broadcasting received its first federal
impetus when the experimental radiotelephone operations were permitted
to operate as “limited commercial stations.” With the licensing of the first
regular operating station in 1921, radio grew rapidly, even then presaging
the proliferated use of the airwaves that would soon result in chaos and
require strong regulatory action.

In 1922 the Secretary of Commerce assigned the wavelength of 360
meters — approximately 830 kilocycles per second — for the transmis-
sion of “important news items, entertainment, lectures, sermons and similar
matter.” The need to develop rational guidelines for the growth of the new
industry prompted the government to call a first National Radio Conference
in Washington in 1922. The recommendations of the Conference resulted
in further regulations being established by the Secretary of Commerce; a
new type of broadcast station was developed, with two AM frequencies,
750 and 833 kilocycles per second, assigned for program transmission, and
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a minimum power of 500 watts and a maximum power of 1,000 watts — 1
kilowatt — set. During that year more than 500 new stations were licensed.
A remark of prophetic irony at the 1922 conference by then Secretary of
Commerce Herbert Hoover, under whose jurisdiction broadcasting regu-
lation was placed, received little attention. Reflecting the Conference at-
tendees’ unfavorable attitude toward the possibility of advertising over
radio, Hoover said: “It is inconceivable that we should allow so great a
responsibility for service to be drowned in advertising chatter.”

It was through subsequent National Radio Conferences in 1923,
1924 and 1925 that a broadcasting regulatory body was established. With
the continued deluging of the airwaves, with stations springing up all over
the country, the Department of Commerce, acting on recommendations
from these conferences, attempted to develop some sort of orderly devel-
opment through piecemeal rulings, such as the allocation of 550 to 1500
kilocycles per second as the broadcasting frequency and the authorization
of power up to 5000 watts (5 kilowatts). It didn’t work.

By 1925 broadcasting had grown to such proportions that there was
absolute chaos on the air. Stations changed frequencies, increased power
and went on and off the air as they wished. It was virtually impossible for
any station to be heard clearly except in a limited area. The interference
threatened to result in mass suicidal strangulation for radio, and the Fourth
National Radio Conference in 1925 asked the Secretary of Commerce to
regulate broadcast times and power and to assign specific frequencies. Be-
cause court decisions had held that the Radio Act of 1912 did not give
such authority to the Secretary of Commerce, new legislation was needed
if radio was to survive, and in 1926 President Coolidge urged Congress to
take action. Because both Coolidge and Hoover indicated displeasure with
the possibility of a strong, independent regulatory commission, a compro-
mise bill, the Dill-White Bill, proposed an independent bipartisan com-
mission of five members to function for just one year to try to solve the
problems of the airwaves. The Radio Act of 1927 established the Federal
Radio Commission, and subsequent amendments continued to prolong its
life until, in the Communications Act of 1934, the Federal Communications
Commission was established as a permanent regulatory agency.

Public Interest, Convenience and Necessity

“Fairness” and “renewal” have become key words in broadcast regu-
lation. Although they are only two of the implementational tools of the
federal regulatory agency, they are symbols of its power and duty to pro-
tect and serve the “public interest, convenience, or necessity.” The first
statement of the broadcast regulatory agency on this subject was made in
the context of the renewal process and issued on August 23, 1928. The
Federal Radio Commission stated:
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The Commission has been urged to give a precise definition of the
phrase “public interest, convenience, or necessity . . . The Commission is
convinced that the interest of the broadcast listener is of superior impor-
tance to that of the broadcaster and that it is better that there should be a
few less broadcasters than that the listening public should suffer from undue
interference. It is unfortunate that in the past the most vociferous public
expression has been made by broadcasters or by persons speaking in their
behalf and the real voice of the lis‘ening public has not sufficiently been
heard. ... While it is true that broadcasting stations in this country are for
the most part supported or partially supported by advertisers, broadcasting
stations are not given these great privileges by the U.S. Government for the
primary benefit of advertisers. Such benefit as is derived by advertisers must
be incidental and entirely secondary to the interest of the public. The em-
phasis must be first and foremost on the interest, the convenience, and the
necessity of the listening public, and not on the interest, convenience or
necessity of the individual broadcaster or the advertiser.

The degree to which the FRC and its successor, the FCC, effectively
applied these principles is a matter of controversy and may be judged by
an evaluation of FRC and FCC actions through the years.

The Federal Radio Commission

The FRC was given the authority to issue station licenses, allocate
frequency bands to various radio services, including broadcasting, assign
and require individual stations to operate on specific frequencies, and to
limit power. Strong, immediate action by the FRC resulted in some 150 of
the 732 stations on the air in 1927 relinquishing their licenses. The Radio
Act of 1927, however, put part of the regulation of radio under the Secre-
tary of Commerce, including the authority to inspect radio stations, to test
and license radio operators, and to assign call signs for stations.

For its first year of existence the FRC foundered, without staff or
spacc and without, indecd, a full Commission. The ties to vested interests,
including those who would be regulated by the FRC, resulted in difficulties
in getting Senate confirmations of nominees. It wasn’t until March, 1928,
with the appointment of Ira Robinson as chairman, that there was a full
Commission.

Even during its first year the FRC considered approaches that reflected
the drastic measures needed. These included the banning of commercials
and taking action against the air “pirates” — those who went on the air
on any frequency they wished without being licensed, similar to the wave
of air “piracy” that struck Europe in the 1960’s. The FRC issued licenses
for 60-day pcriods only, and in 1928 held its first “renewal” hcarings, for
164 stations. The FRC received praise for straightening out the chaos, but
was criticized for the manner in which it did so. For example, in setting up
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24 clear channel stations, the FRC assigned 21 to network stations. Educa-
tional stations, which up to that time constituted a large segment of radio
broadcasting, were given limited hours of operation, mostly in the daytime
hours, removing them from effective competition with commercial stations.
Although the sensc of Congress and other government officials who had
been responsible for the FRC was that radio should not become an adver-
tising medium, the FRC took no action in that direction, and by 1932 the
Senate was impelled to pass a resolution concerning the growing dissatis-
faction with the use of radio and even suggested an exploration of the
“feasibility of government ownership and operation” of radio. The FRC’s
answer was that self-regulation was the best approach. The FRC did, how-
ever, strongly regulate educational stations — those licensed to colleges
and universities — and arbitrarily shifted them about, in some instances
deliberately to make room for commercial stations. Coupled with the eco-
nomic depression, the FRC action caused these stations to go off the air in
increasing numbers and resulted in the almost complete disappearance of
educational broadcasting until the post World War 11 FM boom. There were
efforts in 1932, following the formation of foundation-supported educa-
tional radio national committees, to obtain reserved channels, but the FRC
accepted the strong opposition of the commercial interests to such a plan.
As one FRC Commissioner, Harold A. LaFount, stated: “Commercialism
is the heart of broadcasting in the United States. What has education con-
tributed to radio? Not one thing. What has commercialism contributed?
Everything — the life blood of the industry.”

In 1933, after completing a six-month study of radio, including its
advertising system, the FRC reported to Congress that “any plan . . . to
eliminate the use of radio facilities for commercial advertising purposes,
will if adopted destroy the present system of broadcasting.”

At the same time, the FRC was taking action in specific cases that
established the concept of “fairness” in content and was upheld by the
courts on the question of its right to deny a license to a station that it
deemed was not operating in the public interest, convenience or necessity.

Other precedent-setting actions by the FRC in the few years preceding
the Communications Act of 1934 included deletion of licenses based on
the Davis Amendment of 1927, which gave the Commission authority to
allocate stations according to zone and state quota systems; requiring sta-
tion breaks only every 30 minutes; and issuing regulations for the orderly
transfer of licenses. In addition, an early question of station responsibility
for content was established when the Nebraska Court ruled in 1932 that a
station is equally liable with the speaker for any libelous statement broad-
cast over its facilities. The Interstate Commerce Commission ruled that
same year that broadcasting stations were not public utilities and that the
ICC had no authority to regulate their advertising rates. In 1933 Congress
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passed a Broadcasting Code setting minimum wages for radio broadcasting
personnel, many of whom had worked at little or no pay in order to break
into the growing and competitive medium. During those years frequent
attempts were made to develop a practical frequency-sharing plan among
the United States, Canada and Mexico, and though agreements were
arranged with Canada, problems increased with across-the-Mexican-border
broadcasting, a problem that was to take some 40 years to be resolved.

With the election of President Franklin D. Roosevelt in 1932, the de-
velopment of a New Deal toward utilities, quasi-utilities and regulatory
agencies, the economic crisis at home, the growing turmoil in Europe, and
the realization by the President of the significant role communication plays
in all human affairs, the groundwork was laid for a new, permanent com-
munications regulatory body. The Communications Act was passed on
June 19, 1934, with a Federal Communications Commission replacing the
Federal Radio Commission on July 1.

The Federal Communications Commission

On July 11, 1934 the Federal Communications Commission began
operating with E. O. Sykes, a member of the old FRC, as chairman. Some
of the seven commissioners seemed determined to make it an entirely new
organization. Commissioner George H. Payne publicly stated that, “There
is a belief that our predecessor, the old Radio Commission, was dominated
by the industry it was supposed to control. I am very happy to say that such
is not now the case.”

The FCC major areas of control of radio were in issuing licenses and
renewals. The FCC allocates the use of spectrum space, determining what
frequencies are to go to non-broadcast as well as broadcast services. Within
the broadcast area are AM radio, FM radio, non-commercial FM radio, and
television, as well as translator and auxiliary services. In 1934, however,
the major concern was with what technology had developed up to that time:
AM radio. In 1975, as this is being written, the license period is three years,
with Congressional bills being considered that would extend that period. In
1934, however, licenses had to be renewed every six months. Much as does
the FCC today, the early determinations of renewals were based principally
on complaints filed against any given station and on programming sum-
maries that were evaluated in terms of their meeting the local interest, con-
venience or necessity. The categories used in the early reports were *“educa-
tional,” “agricultural,” “religious,” “fraternal” and ‘“entertainment.” The
Commission used the threat of a hearing on license renewals when it felt
that it could not arbitrarily censor certain programming practices that it be-
lieved were clearly not in the public interest. Such threats resulted in the
disappearance of lotteries (which were later prohibited by an amendment to
the Communications Act) and liquor advertising, among other things.
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Within a few years what was developed into and became known as the
Fairness Doctrine became a significant and controversial issue. Shortly after
its establishment in 1934 the FCC on several occasions affirmed the con-
cept of “fairness,” to the consternation of most of the broadcasting industry.
In 1938 the FCC denied an application for a construction permit because
the applicant refused to let its facilities be used by persons holding any
viewpoint it did not hold. In 1940, in its Sixth Annual Report, the FCC
stated that, “In carrying out the obligation to render a public service, sta-
tions are required to furnish well-rounded rather than one-sided discussions
of public questions.” And in the landmark Mayflower case in 1941 the
FCC said: “Freedom of speech on the radio must be broad enough to pro-
vide full and equal opportunity for the presentation to the public of all
sides of public issues . . . In brief, the broadcaster cannot be an advocate.”
In 1949 the FCC overrode the Mayflower decision to the extent that the
broadcaster could be an advocate by editorializing, but that such editorial-
izing must be within the bounds of “fairness” and “balance.”

In April, 1935, under new chairman Anning S. Prall, the FCC seemed
to move into a consumer-oriented activist stance, including warnings to sta-
tions about accepting medical advertising which was deluging the public
with fraudulent cure-alls; the FCC emphasized the need for the broadcast
industry to adhere to the rules and regulations; the FCC reflected the grow-
ing public concern about good taste in broadcasting and called a meeting
with network heads on that subject; it called a national meeting to try to
work out ways of establishing better relationships between the radio indus-
try and education, which had by then lost, in great measure due to adverse
FRC action, virtually all its stations. In October of 1935 the FCC indicated
its desire to meet the public interest by issuing only temporary renewals to
a large number of stations pending its investigation of those stations’ pro-
gramming that it considered questionable. In 1936 the still fledgling FCC
dealt with regulatory areas ranging from changing the requirement for an-
nouncements of recordings and transcriptions to only one per quarter-hour,
to setting up hearings on new allocations of frequencies and power as a
result of the repeal of the Davis Amendment to the Communications Act.
The Davis Amendment had required the equal division of radio facilities
among five geographical zones and among the states within each of the
zones. With its repeal the way was opened for more stations and higher
power. A Supreme Court decision with special portent for the future of
broadcasting held that broadcasting was interstate, as opposed to intra-
state, commerce. In 1938, establishing a policy that would be reflected in
the multiple ownership rules of more than 30 years in the future, the FCC
announced that it would not grant a licensee a second station in the same
community unless it was clearly shown that such a license would be in the
public interest. After a number of years of pressure by educational and citi-
zen groups, the FCC in 1938 allocated 25 channels for “curricular” use by
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educational institutions. In that same year the FCC began asking stations to
submit financial reports.

In 1939, in continuing efforts to determine the need and direction of
regulation over the growing industry, the FCC sent 30-page questionnaires
to all stations, asking for detailed information on their operations. Also in
1939 radio’s long sought-for license extension was achieved when the FCC
extended the period from six months to one year. An Appelate Court ruling
shortly afterward put a new light on the issuing of licenses. Despite strong
FCC objections, the Court ruled that economic interests and open competi-
tion must be considered important factors in licensing stations.

1940 brought the entire broadcasting industry closer to a new realign-
ment, as both war and television loomed larger. The FCC attempted to es-
tablish more comprehensive approaches to licensing, delving into legal, eco-
nomic, programming and engineering aspects of proposed stations. Its new
application form of 42 pages caused consternation in the industry. The FCC
also established FM radio in 1940, authorizing commercial FM operations
on 35 channels in the 43 to 50 megacycle band. By the end of 1941 the two
major events that were to change broadcasting had occurred: the entry of
the United States into World War II and the authorization on July 1 of
commercial television operation. It was a year of many decisions for the
FCC, including a strong stand on monopoly, in which it ordered public
hearings on newspaper ownership of broadcasting stations — an issue still
strong more than 30 years later; the adoption of an order prohibiting mul-
tiple ownership of stations in the same market; the opening up of the legal
development of broadcasting to the public by permitting any person, not
only an applicant, to petition for a change in the rules of practice or pro-
cedure; and the extension of the license term for broadcasting stations from
one to two years. Within months after Pearl Harbor, however, radio and all
areas of communications were put under the jurisdiction of the Defense
Communications Board, and the FCC froze broadcast assignments and
station construction for the duration of the war.

At the same time, the importance of radio to the war effort was recog-
nized by the FCC in easing operator requirements to keep stations on the
air, and by the Selective Service System in declaring broadcasting an essen-
tial industry. Radio had reached a zenith that it would not again regain —
at least not in the same way or direction. But what it had accomplished, in
making people, programs and products an integral part of the fabric of
American society, was beyond all expectation. The years following the Com-
munications Act of 1934 to the freeze of 1942 were indeed fabulous years,
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RaADI10’S HEYDAY

The salon orchestras, political and sports reporting and voices of fa-
mous people that began the programming development of radio in the early
1920°’s “segued” (seg-wayed) into entertainment personalities who pro-
vided some of the greatest comedy and variety produced in America. In
the 1930’s Ben Bernie, Rudy Vallee, Eddie Cantor, Amos n’ Andy, Burns
and Allen, Fibber McGee and Molly, Jack Benny and Mary Livingston, Joe
Penner, Edgar Bergen and Charlie McCarthy, Bob Hope, Ed Wynn, Fred
Allen and countless more became better known than they had in theatre,
the films or vaudeville.

There was considerably more than comedy and variety. For the first
time drama came right into the home, alternating between pop mystery and
adventure such as “The Shadow,” “The Lone Ranger” and “Big Town”
and the serious, excellently produced drama of such programs as “The Lux
Radio Theatre,” “Dupont Cavalcade of America,” and Orson Welles’
“Mercury Theatre.” The “Mercury Theatre” production of “Invasion from
Mars” in 1938 proved the power of radio to affect not only the minds and
emotions of people, but also their actions, causing near-panic in many
places in the country.

Great writers emerged, with radio developing to a high point of art
through the efforts of people such as Norman Corwin and Archibald Mac-
Leish, and providing a creative base for new writers such as Arthur Miller.

The “soap opera” became endemic to American culture, with the
characters on “Ma Perkins,” “Mary Noble, Backstage Wife,” “Young Dr.
Malone™ and so many others becoming extensions of real families through-
out the country.

The openness with which controversial issues were discussed, through
a modified form of debate presenting a variety of viewpoints, made “Town
Meeting of the Air” a program yet to be equalled.

Every child knew the format, characters, theme song and commercials
of “The Singing Lady,” “Uncle Don,” “The Horn and Hardart Children’s
Hour,” “Let’s Pretend,” “Little Orphan Annie,” “Jack Armstrong” and
“Chandu the Magician.”

And the quiz and expert and audience participation shows, creating a
new form of entertainment and to many a convoluted concept of education
and intelligence! No one who has ever heard them will forget the sense of
anticipation of “I have a lady in the balcony, Doctor”; the call of “Johnny
presents . ..” to the strains of the Grand Canyon Suite; “Can You Top This” ’s
topper: “. . . three men were floating down the river on a marble raft . . .”;
“The Quiz Kids”; and the forerunner of its famous and infamous television
counterparts, “The $64 Question” — it was during the depression of the
1930’s and the weekly cry “You’'ll be sorry” meant that the $32 lost equalled
a month’s rent.
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And how many youngsters (and oldsters) went on to stardom from
the votes of the transfixed weekly listening public of “Major Bowes Amateur
Hour”: “Round and round she goes . . .””!

Radio became indispensable for special events, some planned and
some on-the-spot. President Franklin D. Roosevelt’s “Fireside Chats,” the
Zeppelin Hindenburg disaster, the trial of Bruno Hauptmann, the abdication
of King Edward VIII, the opening of the New York World's Fair of 1939,
the Olympics of 1936, the professional championship prizefights which
seemed to be on almost every week, the reports from a war-primed Europe,
including the voices of those who would affect the lives of all of us listening
over here — Churchill, Hitler, Mussolini. The individual personalities who
became experts and demi-gods through a disembodied voice bringing “the
word” to America: Ben Grauer, Red Barber, Arthur Godfrey, Graham
McNamee, Gabriel Heatter, Walter Winchell, Lowell Thomas, Fulton Lewis
Jr., Elmer Davis, H. V. Kaltenborn, among others.

Along the way the successful formats became fixed — the comedy-
variety show, the mystery-adventure drama, the gag-situation comedy, the
star drama, the quiz-experts show, the live orchestra or band, the news
commentator. Some new styles developed, some emulated successfully —
anyone alive then will hum with youthful nostalgia to their dying day the
theme from Martin Block’s “Make Believe Ballroom,” which launched the
disc jockey and d.j. program as a staple of American radio. Some pro-
grams remained virtually one of a kind — there was hardly a teen-age party
which was not scheduled around the Saturday night “Lucky Strike Hit
Parade.”

It is significant that the revival of “old-time radio” in the early 1970’s
— increasing numbers of both commercial and non-commercial radio sta-
tions were broadcasting programs from the 1930’s and 1940’s — appealed
as much to young people who had never heard the originals as to those of
middle-age who listened as much for nostalgia as for entertainment.

The growth of radio — that is, the economic base to make possible
entertainers of stature and high salaries — paralleled and was due to the
growth of networks. By guaranteeing a certain number of affiliates, net-
works could guarantee the financial resources for high-cost productions. As
noted earlier, AT&T’s withdrawal from network control resulted in the
establishment of the NBC Red Network in 1927, the conversion of the
RCA-Westinghouse-General Electric chain to the NBC Blue Network, the
development of the CBS Network out of the Columbia Phonograph Record-
ing Company, and the establishment of the Mutual Broadcasting System in
1934. In 1945 the government required NBC to divest itself of its multi-
network operation, and it sold the Blue Network, which became ABC, the
American Broadcasting Company. A number of regional networks were
developed, some failed and some remained. New national networks were
tried, but none succeeded. The four national networks, NBC, MBS, CBS
and ABC steadily grew.
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With the advent of television and the gradual disappearance of the
personality program, networks had less to sell to individual stations, and
many stations found little value in network affiliation. The early 1950’s
found networks readjusting rates, and seeking formats and economic bases
to regain or add affiliates. By 1975, with the development of new program-
ming and organizational approaches, the coming-of-age of FM radio, and
a dramatic rise in the number of local stations throughout the country, net-
work affiliates had reached a relative stability, with NBC having about 240,
CBS about 250, MBS about 660 plus a Black network of over 90, and ABC,
as a result of a four-network organization in 1968, some 1,400. In addition,
National Public Radio served about 175 stations, and the National Black
Network about 75.

During World War Il radio increased in prestige and popularity, with
the American public eager to know immediately — before the newspapers
could edit, print and distribute the information — what was happening in
the war, particularly from correspondents on the scene, such as the reports
of Edward R. Murrow from bomb-wracked London.

Sometimes the on-the-spot coverage made it a truly “You Are There”
experience. On September 13, 1943 General Dwight D. Eisenhower himself
broadcast the news of Italy’s surrender, the first time such an event was first
announced by radio.

Because television, which had begun public broadcasts in 1939, was
suspended in 1942 for the duration of the war, radio continued after the
war for several years as strongly as it had before. It wasn’t until the opera-
tion of regional TV networks in the late 1940’s and national live TV net-
works in the early 1950’s that radio suddenly found itself the “second”
medium and went into a decline, having to reorganize its operations and
programming format. Its immediate post-war contributions, still and all,
were among its greatest, including such productions as “On a Note of
Triumph,” “Ballad for Americans,” and the popularity of personalities who
took special advantage of the medium’s potentials, such as Henry Morgan
and Bob and Ray.

The war and its ending also brought the federal government, princi-
pally through the FCC, into the metamorphosis of radio.

WORLD WAR II: TRANSITION AND CHANGE

The FCC was attacked from many quarters. In 1943 Georgia Con-
gressman Eugene Cox called the FCC the “nastiest nest of rats in this en-
tire country” and the House approved his resolution to investigate the FCC.
Later that same year the Supreme Court upheld the FCC’s authority to
regulate broadcasting, including its network monopoly rules. The FCC that
year banned multiple ownership of standard broadcast stations in the same
market and extended the license period to three years. For several years
the FCC had been considering the possibility of a rule concerning news-
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paper ownership of stations, but in early 1944 decided against it; it would
be 25 years before the issue would be full blown again.

FM operations, which were authorized to begin January 1, 1941 after
extensive public hearings, were frozen during the war as was all radio con-
struction, although the 40 stations on the air continued to serve about 400,-
000 receivers. Shortly after V-E day the FCC moved FM to a more desir-
able part of the spectrum, 88 to 108 MHz, and provided 80 channels for
commercial use and 20, in the lowest part of the band, for non-commercial
educational purposes. Later that year the FCC issued a tentative allocation
plan that would accommodate some 1,500 commercial FM stations through-
out the country.

As radio grew so did regulatory requirements. Even as the war was
ending in 1945 the FCC set forth new requirements for ownership and
financial reporting by stations, and late in the year the Supreme Court ruled
that the FCC was required to have hearings on all mutually exclusive ap-
plications before granting a construction permit. The most famous regula-
tory document, the FCC “Blue Book,” was issued in March of 1946. This
report, “Public Service Responsibility of Broadcast Licensees,” stated that
the FCC would give “particular consideration” to certain kinds of pro-
gramming for renewal of station licenses, including sustaining programs,
local live programs, and programs devoted to discussion of public issues. It
also listed the elimination of advertising excesses as a factor in license re-
newal. It suggested an 80% commercial — 20% sustaining time ratio. The
National Association of Broadcasters led a generally shocked radio industry
by stating that the basic freedoms of radio were at stake.

Despite the doom predicted by many because of stronger regulation,
radio grew and by the end of 1945 over 1,000 stations were licensed. With-
in another year some 93% of all American homes had radio sets, a jump
of some 20% from the pre-war year of 1940. With the power and effect of
the media growing, the concept of fairness began to evolve and in 1949 the
FCC approved editorializing by stations within as yet undefined limits of
“fairness” and “balance.” A year later it clarified this decision by adding
that stations have “an affirmative duty to seek out, aid and encourage the
broadcast of opposing views in controversial questions of public importance.”

On the broader scene, however, conformity of thought and opinion
was being officially sanctioned by networks and stations, cooperating fully
with the suppression of dissent, real or imagined, that became known as
“McCarthyism.” The first prominent artist blacklisted was Jean Muir, fired
from “The Aldrich Family” by General Foods. Literal “blacklists” and then
“graylists” were used by networks, stations and advertising agencies in
hiring all personnel, including actors, writers and directors, and it became
sufficient for someone merely to be accused of “communism” to frighten
the radio industry into barring them from making a.living. Before the end
of 1950 blacklisting became a way of life in broadcasting, including NBC
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inquiring into its employees’ past political party affiliations and CBS requir-
ing all employees to sign loyalty oaths. The blacklist was to continue for
many years, well past the death of Senator McCarthy, and was to destroy
careers, reputations and lives.

Even as radio grew, television began to create meaningful competition,
and radio started to make adjustments. At the beginning of 1950 there
were more than 2,000 AM and more than 700 FM stations on the air.
Although only about 100 television stations were in operation, their rapid
increase within the next few years, coupled with regional and national in-
terconnection, began to draw advertisers away from the older medium. In
1951 a series of rate-cuttings began in radio that was to continue for many
years and would include changes in network option time, in allowing adver-
tisers to pick specific markets as opposed to the previous policy of “must
buys,” and in providing top talent for local sales by local stations. Recog-
nizing the “prime time” changes, radio began to drop nighttime rates sub-
stantially and to raise daytime and morning rates.

Television grew so quickly that 1953 was the last year in which radio
revenues ($474.6 million) were larger than television’s ($431.8 million).
Through ebb and flow radio revenues increased only to 591.9 million in
1960 and $776.8 million in 1965 (it wasn’t until 1964 that radio’s income
climbed back to where it had been in 1952), while TV revenues quickly
passed the billion mark and reached $1,268.6 million in 1960 and $1,964.8
million in 1965, going over $2 billion the following year. By 1955, 439 TV
stations were on the air, virtually saturating the large-city VHF spectrum;
by 1960 growth had slowed, with 573 TV stations on the air; in 1965 there
were 586. Radio, on the other hand, increased voluminously, with 2,669
AM, 552 FM and 122 non-commercial FM stations in operation in 1955;
3,456 AM, 678 FM and 162 non-commercial FM in 1960; 4,012 AM,
1,270 FM and 255 non-commercial FM in 1965; 4,447 AM, 2,678 FM
and 770 non-commercial FM in 1975.

The first major overhaul of the Communications Act of 1934 was the
McFarland Bill in 1952, which permitted the FCC to issue cease-and-desist
orders in addition to revoking licenses, and to prohibit broadcasters from
charging more for political advertising than for regular business advertising;
required the FCC to explain to Congress any delay of over three months
after filing or six months after hearing on a case; prohibited staff members
from recommending actions to Commissioners: required the FCC to prove
that a licensee was not qualified for renewal; deleted FCC authority to re-
voke licenses of stations found guilty in federal court of antitrust violations;
permitted protests against grants for up to 30 days after a grant, and re-
quired the FCC to answer protests or petitions for a rehearing within 15
days; and forbade Commissioners from practicing before the FCC for one
year following a resignation.
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Broadcasting became so profitable and its influence so great that many
abuses began to creep in, including the infamous “payola” and “plugola”
scandals of 1958 and 1959 in which some disc jockeys were bribed by
record companies and distributors with more than $250,000 to promote
their records. Both the FCC and the FTC went after the wrongdoers, and
Congress passed legislation against the practice. One of the consequences
was an FCC emendation of the sponsor identification requirements to in-
clude on-the-air announcement of all free program material and how it was
acquired.

In the early 1960’s radio was boosted by several technical develop-
ments: multiplexing, stereophonic broadcasting, and the mass distribution
of transistors. One FCC action in 1961 presaged requirements of a decade
later: an FM station applicant was denied a grant for failure to ascertain
local program needs.

Faced with uncontrolled growth of radio, the FCC in 1962 put a freeze
on AM construction and began a revision of FM rules, including the desig-
nation of more classes of stations, tighter mileage separations, and the issu-
ance of a proposed FM table of allocations. A little-noted, but significant
milestone that was to result in a nationwide network 10 years later was the
hook-up in the fall of 1962 of eight non-commercial educational FM sta-
tions in the northeast into the Educational Radio Network.

In 1964 the FCC lifted the AM freeze, setting new rigid technical
requirements. It also limited FM duplication of AM programming, a stan-
dard practice by AM-FM owners, to 50% in cities of 100,000 or more
population. Advertising continued to grow, and in 1967 the NAB radio
code board removed its self-imposed 18-minute per hour limit on commer-
cials for “good cause” in “special circumstances.” 1967 was a landmark
for non-commercial radio with the Public Broadcasting Act covering both
television and radio and including radio for the first time in the matching
grants facilities program of the U.S. Office of Education.

RECENT FCC REGULATION

The late 1960’s and early 1970’s was a time of re-evaluation of the
status of radio and the beginning of re-regulation.

In 1967 the FCC put a new freeze on AM radio, which it lifted par-
tially in 1973 and somewhat more in 1975, accepting applications for new
daytime, unlimited time and nighttime-expansion facilities in communities
having fewer than two independent stations during the proposed period of
service, and from applicants who would provide first-time primary service
to at least 25 % of their coverage area.

In 1969 the FCC required broadcasters to establish equal employ-
ment opportunity programs for every aspect of station employment policy
and practices. The following year the FCC proposed rules to bar an owner
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of any full-time broadcasting station (AM, FM or TV) from acquiring
another station in the same market. In the late 1960’s and early 1970’s a
plethora of regulatory action related to protecting the public interest was
taken by the FCC, much of it based on court decisions, pressures from
citizen groups, Congressional laws and new technical developments. The
nature of the entire broadcasting field began to change.

Perhaps the most significant event was the WLBT case of 1964 in
which the FCC renewed the license of the Jackson, Mississippi television
station after documented protests by the United Church of Christ that the
station was blatantly segregationist in employment and programming, de-
spite a 45% Black population in the station’s viewing arca. Following
court appeals by the United Church of Christ, the United States Appeals
Court ruled in 1966 that the FCC should have taken into consideration the
findings and interests of the citizen group, although it was not a direct party
to the renewal proceeding, and thus established the principle that responsi-
ble and representative public groups should be allowed to participate as
parties to FCC proceedings. This led to subsequent participation by many
minority groups, including Blacks, Spanish-surnamed and women, in com-
plaints and challenges against applicants and stations, and included “strike”
applications — that is, filing on top of a licensee at renewal time. The
pressures resulted in stations and networks beginning to change employ-
ment and programming policies and opening broadcasting’s doors to
minorities. Many groups began to emulate the United Church of Christ in
its efforts to achieve greater citizen participation in the business of broad-
casting, including the National Citizens’ Committee for Broadcasting; Black
Efforts for Soul in Television (BEST); the Citizen’s Communications Cen-
ter; the Communications Task Force of National Organization for Women;
the Stern Community Law Firm and, in the area of children’s program-
ming, Action for Children’s Television (ACT).

The FCC recognized the need for regulatory action in this area and
in early 1971 issued a “Primer for Ascertainment of Community Needs,”
in which all commercial stations, both television and radio, were obliged
to determine, in consultation with community lcaders and organizations,
the necds of their respective communities and the way in which their pro-
gramming could meet thosc needs. The 1969 rules prohibiting licensecs
from discriminating in their employment practices with respect to race,
color, religion and national origin also required stations to establish and
maintain equal employment opportunity programs. Subsequently, stations
with five or more employees were required to file annual reports, and in
1972 women were included as a minority group. Whether the FCC ade-
quatcly enforced these rules was an issue raised by a number of sources at
subsequent renewal times.

In 1972 the first Black to be a Commissioner, Benjamin L. Hooks,
was appointed to the FCC. In 1973 the term of Commissioner Nicholas
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Johnson, who had been the severest critic of the FCC in regard to its pub-
lic interest actions, expired.

The civil rights ferment of the early 1960’s, the subsequent militant
attacks on radio’s public service and employment practices, and the citi-
zen challenges to license renewals contributed to a new programming phe-
nomenon in the early 1970’s: ethnic radio. Although there had been many
Black-oriented stations before, few were owned by Blacks. More and more
stations began to program for minorities, and even a Black network was
established.

The Fairness Doctrine became a significant and controversial issue.
The Mayflower decision of 1941 provided the base for the FCC standard,
that a station provide comparable time for other sides of an issue of a con-
troversial nature in a community where the station had presented only one
side of that issue. In the Red Lion decision, dealing with the Red Lion
Broadcasting Company’s station in Media, Pennsylvania, the Supreme
Court unanimously ruled in 1969 that the FCC’s personal attack and
political editorial rules were both Congressionally authorized and consti-
tutionally valid and that the Fairness Doctrine regulations *‘enhance rather
than abridge the freedoms of speech and press protected by the First
Amendment.” The Court held that licensees “must give adequate coverage
to public issues . .. and coverage must be fair in that it accurately reflects
the opposing views.” The FCC revoked the Red Lion station’s license. The
debate over the concept of ‘‘fairness” was on again, however, as it had
been more than three decades before, and many important segments in and
out of the broadcasting industry clamored for an end to the Fairness
Doctrine.

The “Equal Time” rule for political broadcasts became an issue, too,
with the broadcasting industry in general pushing hard for repeal of this
rule. During presidential election years, in order to encourage stations to
provide time for the major candidates and not, as the equal time provision
would require, for all, including minority party candidates for a particular
office — which stations were reluctant to do, thus reducing the amount of
time offered to major candidates — Congress regularly suspended the rule
for presidential and vice-presidential races. Relatively little free time was
provided by commercial networks and stations for actual campaigning —
although most candidates received a fair amount of news coverage, and
some educational stations devoted many hours to presentation of all can-
didates for one or more offices in their communities — and in the 1972
election campaigns candidates for all offices spent a total of $59.6 million
on broadcast ads, $37.5 million of which was for radio.

A most significant action, with portent for affecting the entire adver-
tising structure of broadcasting, was the 1970 passage by Congress of the
Public Health Cigarette Smoking Act of 1969, which included the prohi-
bition of broadcast advertising of cigarettes after January 1, 1971. The
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issue had been raised several years earlier by an individual citizen, John F.
Banzhaf, who was responsible for a milestone when the FCC agreed with
his complaint that cigarette commercials presented only one side of a con-
troversial issue, smoking, and that the Fairness Doctrine applied, requiring
presentation of a contrary view.

In the early 1970’s, however, a series of decisions by the FCC that the
Fairness Doctrine did not apply to commercial announcements (e.g. a
citizen’s group concerned with ecology sought time to respond to gasoline
commercials; a businessmen’s group attempted to place paid advertising
against the war in southeast Asia) was upheld by the courts.

Multiple ownership rules were strengthened in the late 1960’s and
early 1970, again much to the displeasure of most of the leaders of the
broadcasting industry. Common ownership is limited to seven AM, seven
FM and seven TV stations, no more than five of which may be VHF. In
addition, common ownership of different broadcast services in the same
market is prohibited with the exception of AM-FM combinations, and with
the grandfathering of existing cross-ownership prior to the March 25, 1970
order.

Some FCC actions created unexpected controversy of considerable
proportion. One was the 1971 order requiring stations to review the lyrics
of all records played to avoid any promotion, through such lyrics, of drugs.
In 1973 the FCC fined a station for its so-called “topless” radio format —
a phone-in format in which women, particularly, were encouraged to discuss
their sex lives — and, through thinly veiled threats against other stations,
successfully eliminated that short-lived but highly popular programming
approach. The question of obscenity had been raised on a number of oc-
casions and in two important cases — including a nominal fine of a non-
commercial educational station which had aired a program containing profan-
ity — the FCC had sought a test case in the courts. It wasn’t until 1975, how-
ever, that Pacifica became the first licensee to carry their case to the courts.

Since the growth of television the FCC had frequently treated both
media more or less as a unit, with overall regulations developed for tele-
vision generally applied as a package to radio as well. For example, pres-
sure built up in the late 1960’s and early 1970’s for new procedures for
renewal of station licenses, the need evolving principally in terms of tele-
vision and spurred by the increasing number of petitions challenging re-
newal applications. In May, 1973 the FCC ordered renewal applications
to be filed four instead of three months prior to expiration of the license
in order to provide more time for the public to file opposition, such opposi-
tion having to be in at least one month prior to the expiration date. The
new rules also required licensees to make more public announcements on
the impending renewal and on how the public could file comments with the
FCC. The rules also alleviated some of the paper work and forms required
for renewal filings.
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But even as this kind of approach to regulation continued, administra-
tion spokesmen and the broadcasting industry in the early 1970’s were
campaigning to treat radio as a separate entity. Dr. Clay T. Whitehead,
Director of the Office of Telecommunications Policy, suggested in 1971
that radio be considered more like magazines than like television, and that
it be “de-regulated.” The FCC subsequently set up a “re-regulation” Task
Force and by mid-1973 had begun changing a number of rules specifically
for radio, making station operations easier, such as permitting third class
instead of first class operators to carry out routine operations of certain
kinds of radio stations. The Task Force clarified and simplified a number
of rules in terms of the state of the art in the early 1970’s and eliminated a
number of rules that no longer applied. Checking equipment, notifications
and reporting, keeping records and a number of on-the-air operations such
as rebroadcasting material from another station, mechanical reproductions
and station-break requirements were made easier. Other major changes in-
cluded a Further Notice of Inquiry on ascertainment, and a new short form
for renewals, in 1975.

In the 1970’s technical innovation began to motivate significant change
for broadcasting, some evolutionary, some revolutionary. After decades of
planning and discussion, an agreement with Mexico was finally concluded,
allocating frequencies along the border states, and a new agreement with
Canada seemed likely by the late-1970’s. The development of cable (CATV)
was beginning to prompt entirely new approaches on the part of the tele-
vision industry, and CATV’s plans for two-way and multi-way interconnec-
tions, including voice channels, suggested entirely new approaches for radio
as well in the not-too-distant future. International and domestic satellite
agreements and authorization also presaged important changes for broad-
casting, including radio as we knew it in the early 1970’s. The needs of
business radio, mobile services, inter-city relay and other growing areas of
use required reevaluation of spectrum allocations.

Although not yet, and probably not in the near future, a serious com-
peting force for commercial radio, non-commercial educational radio (or,
as it is also called, public radio) began to grow, with 821 educational/public
radio stations on the air in late 1975. The establishment of National Public
Radio, a national network, in the early 1970’s solidified the status and aided
the growth of this service.

Licensing Procedure

Although seemingly complex to the layperson, the process of obtain-
ing a radio station license is a relatively simple one, provided the applicant
accurately meets the engineering, legal, financial and programming require-
ments.

AM and non-commercial FM applicants must make their own search
for a frequency which will not cause or receive interference from existing
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stations. Commercial FM applicants must find an unused channel from
the nationwide city-by-city table of allocations. An application for a con-
struction permit is filed first, in which the applicant demonstrates fulfillment
of the legal qualifications for licensing, including citizenship; financial qual-
ifications, including sufficient funds on hand to build and equip the station
and operate it for at least one year; engineering qualifications, including
transmlttmg apparatus to be used and antenna and studio locations; pro-
gramming qualifications, including clear indication that the service pro-
posed will meet the commumty s needs. All applicants, including those mak-
ing major changes in existing stations, selling a station or filing for renewal
of license, must give public notice of their intention so that any interested
party may have time to file comments. Applicants and stations must also
keep reference files available to the public.

The FCC cannot take action on an accepted application prior to a 30-
day statutory period. This provides time not only for comments, but for
competing applications to be filed. Presuming the application is in good
order and there are no competing applications or valid protests, the FCC
processing system usually grants a construction permit in about three
months time. If there is a serious question the application may go to hear-
ing. A hearing is mandatory for valid competing applications. The hearing
procedure takes place initially before an Administrative Law Judge, but
then may be heard by the FCC Review Board and, finally, by the Com-
mission. Ultimate]y, the case might even be taken to the courts.

After receiving a construction permit, the permittee must complete
construction of the station and file for a license within 12 months. If delayed,
the permittee may apply for an extension of time. When all the terms and
obligations set forth in the construction permit are complied with, a license
may be applied for, at which time the permittee can request authority to
conduct program tests. With the granting of this authority the station is, in
effect, on the air.

Commercial stations are subject to a fee schedule: 1) a filing fee,
which is payable when the application is submitted; 2) a grant fee, which
is payable when the application is granted; and 3) an annual operating fee.
Filing and grant fees are based on the type of station and operating fees on
the station’s highest commercial announcement rate.

Programming

With the competition of television in the late 1940’s and early 1950’s
radio had to change its programming policies and techniques drastically.

For a short while some of the personalities of the 1930’s and 1940’s
continued their 30-minute and 60-minute programs on radio. Then came
a transition period of dual programs, on radio and TV both, then the grad-
ual dropping of the radio program for the TV series. New personalities,
such as Milton Berle and Sid Caesar, went into television, not radio. Formu-
las began to change, the music-news approach becoming a quick substitute
for the personality program on radio in the early 1950’s. Give-away pro-
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grams still tried to hold listeners. “Rock ’n roll” and the Beatles came into
being and provided a charged, new music for the d.j. program. NBC sought
an entirely new format and the “Monitor” magazine concept developed. By
the early 1960’s the general approach of radio had changed from that of
mass listening to the personalized concept, with specialized programs and
the gradual growth of highly specialized stations, such as the all-news for-
mat. Experiment and change were constant, and even as country music, the
“Nashville sound,” became popular in 1963, that same year, after 33 years,
CBS ended its Philharmonic radio concerts. News began to grow, boosted
by surveys which showed listeners placing higher and higher value on radio
as a prime news source. “Talk” radio was headlined by several trade pub-
lications in 1966 as the “newest route to profits.” All through this period,
from the initial displacement of radio by television through the late 1960’s,
there was constant change based on the recognition that the radio “program”
was dead and that the “formula” was the new way of life. Stations attempted
to orient their programming to a day-long listener loyalty that transcended
individual programs or personalities. The “Top-40” formula, for example,
became widely prized and saved many stations from bankruptcy and made
others more successful than they had been before. In more recent years
MOR, “Middle-of-the-Road,” has become a staple formula for radio. In
every community each station finds “its own thing.” With the number of
radio stations growing at an unprecedented rate each station seeks its own
type of specialization in order to attract and hold a concrete, loyal segment
of the potential audience of its listening area.

Owners, managers and personnel of a radio station are faced with a
two-sided decision today: economics require them to determine which for-
mat is going to enable the station to “make it” in its particular market;
public interest, convenience and necessity require them to determine which
programming is going to meet the real needs of the people to whom they
broadcast. It is a wise and fortunate operation which does both.

FCC Rules Summary

The FCC periodically issues a general summary of rules and regula-
tions entitled “The FCC and Broadcasting.” The following is from the
March, 1975 bulletin:

1(a). What the Commission Does. Congress created the Federal Com-
munications Commission in 1934 for the purpose (among other things) of
“regulating interstate and foreign commerce in communication by wire and
radio so as to make available, as far as possible, to all the people of the
United States a rapid, efficient, nation-wide, and world-wide wire and radio
communications service . . .” Thus, the Commission regulates not only all
broadcasting stations in this country, but aiso all interstate and foreign tele-
phone, telegraph and cable service, and communications by satellite. The
Commission regulates certain aspects of cable television (CATV) systems,
although the franchising or licensing of such systems in the first instance is
a matter for determination by municipalities according to local law. The
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FCC also licenses and regulates more than 1,800,000 stations which you
cannot hear on the regular broadcast bands, including public safety and in-
dustrial services, air, land and water transportation communications, and
the amateur and citizens bands. In 40 years the number of Commission
licensed stations has increased by over 3,500 per cent. At present, in 1975,
approximately 8,300 radio and television broadcasting stations are on the
air and several hundred more have been authorized. Most of these are li-
censed for commercial operation, and are supported by advertising revenue.
However, there are approximately 750 noncommercial FM stations, 25 non-
commercial educational Standard (AM) stations and about 250 noncom-
mercial television stations operating. In order to provide better broadcasting
service to the American people and a greater variety of programming, the
Commission has consistently encouraged the expansion of all forms of
broadcasting, including educational (noncommercial) broadcast services.
The Commission does not regulate closed-circuit television operations, and,
accordingly, does not control what events may be carried by closed circuit
or the prices that may be charged. Furthermore, the FCC has no regula-
tory authority over the promoters of prize fights or other sporting events,
bullfighting, rodeos or other exhibitions, as such, and cannot direct them to
offer or refrain from offering such events to any person or persons for ex-
hibition, including networks or broadcast stations. Arrangements for exhibi-
tions of this kind are the subject of private contractual agreements between
the owners of the rights and other parties thereto. The Commission does not
license Canadian, Mexican or other foreign stations nor does it regulate any
aspect of the operation of such stations. The names and addresses of the
government agencies of Canada and Mexico which regulate broadcasting in
these countries are listed in the Addendum hereto. Such monitoring of
broadcast stations as the Commission is able to do is directed principally to
detection of technical violations, such as operation with unauthorized power
or on a frequency other than the one assigned. A frequently misunderstood
matter is the fact that standard transmissions cover greater distances at
night, and therefore many stations in the standard (AM) broadcast band
must limit their operating power at night, or cease operating altogether, to
avoid interference with other stations on the same or adjacent frequencies.
Licenses for daytime operation were originally sought by the applicants with
the knowledge that requests for operations of full time facilities cannot
always be granted because of serious electrical interference with established
nighttime stations. FM and TV stations are authorized to operate unlimited
hours. The Communications Act provides that the Commission “may grant
construction permits and station licenses, or modification or renewals there-
of, only upon written applications therefore received by it.”
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1(b). Licensing and Operating of Educational Stations. Under the Com-
munications Act, the Commission licenses educational radio and television
stations to provide non-profit, non-commercial broadcast services, although
under a special rule, FM educational stations may charge for authorized
educational material transmitted by sub-carriers simultaneously with main
channel programming (multiplexing), provided funds retained by the sta-
tion licensees do not exceed actual costs incurred by the stations in the pres-
entation of the program material. Educational stations may transmit educa-
tional, cultural and entertainment programs and programs designed for use
by schools and school systems, but may not engage in editorializing or sup-
port or oppose any candidates for political office. Section 326 of the Act
prohibits Commission censorship of broadcast matter, and the Commission
does not attempt to direct either its commercial or noncommercial broad-
cast licensees to present or refrain from presenting specific programs.

1(c). Construction Grants and Special Funding; The Corporation for
Public Broadcasting; Retention and Availability of Certain Broadcast Mat-
ter; Educational Broadcasting Organizations. The construction of noncom-
mercial educational broadcasting facilities is assisted by matching grants of
federal funds under the administration of the Department of Health, Edu-
cation and Welfare, as provided in the Communications Act. In 1967, by
amendment to the Act, the Congress established the Corporation for Public
Broadcasting declaring “that a private corporation should be created to
facilitate the development of educational radio and television broadcasting
and to afford maximum protection to such broadcasting from extraneous
interference and control.” The CPB is a nonprofit corporation and is not an
agency or establishment of the United States Government. The FCC be-
lieves it was the intent of the Congress to keep the Corporation free from
government control [Communications Act, Sec. 398] and the Commission
holds that it would not be warranted in attempting to oversee the Corpora-
tion's execution of its duties. CPB contributes to the growth and development
of educational broadcasting by, among other things, assisting in financing
programs for such broadcasting from its funds, which come from congres-
sional appropriations and private sources. Under an amendment to the
Communications Act, each licensee receiving assistance from CPB is re-
quired to retain for 60 days a recording of the sound portion of its broad-
cast of any program in which any issue of public importance is discussed,
and during the period make a copy of such recording available to the FCC
upon request and to any other person upon payment to the licensee or its
designated entity of its reasonable cost of making such copy.

2(a). Licensing of Broadcasting Facilities and Licensee Responsibil-
ities; FCC Cannot Censor; Audience Expression. The Commission is pro-
hibited by law from censoring broadcast matter, does not attempt to direct
broadcasters in the selection or presentation of specific programming and is
not the arbiter of taste. However, no application for the construction of a
broadcast station (or for the licensing or renewal of license of the same)
will be granted unless the Commission finds that the public interest, conve-
nience and necessity will be served by such a grant. Applicants are expected
to show what they have done to ascertain the problems and needs of the
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people in the communities to which the stations are to be licensed and other
areas undertaken to be served, and what broadcast matter is proposed to
meet those problems and needs as evaluated. A copy of the Commission’s
“Primer on Ascertainment of Community Problems by Broadcast Appli-
cants” is available upon request. Commercial television station licensees are
also required to file with the Commission an Annual Programming Report
showing the amount of time and perecentage of total operating time de-
voted to various types of programs other than entertainment and sports.
Concerned persons are urged to express their views on programming, pref-
erably in writing, directly to stations and networks. (See Section 4 below
regarding “The Public and Broadcasting — A Procedure Manual.”)

2(b). Printed Matter, Films and Recordings; Audience Survey, News
Gathering and Music Licensing Organizations; Certain FCC Licensing and
Programming Policies Under Continuing Study; Network Formation and
Affiliation. Since the Commission at times receives comments, inquiries and
complaints concerning motion pictures, newspapers, magazines and other
forms of printed matter and the manufacture and sale of phonograph re-
cordings, it should be made clear that persons or firms engaged in motion
picture production or exhibition, in publishing, or the manufacture or dis-
tribution of recordings, as such, are not subject to regulation by the Com-
mision, nor does the FCC assign ratings (R, X, etc.) to films. However,
persons or firms engaged in these activities may hold ownership interests in
licensees of broadcast stations which are subject to the provisions of law
and appropriate Commission policies. The FCC has no jurisdiction over
news gathering organizations, including press associations, and thus cannot
direct them in servicing their publishing and broadcast licensee clients with
news and comment. Similarly, the Commission cannot direct music licens-
ing organizations, such as ASCAP, BMI and SESAC, as to their licensing
procedures. The Commission has no regulatory authority over survey firms
that measure the size and other characteristics of broadcast audiences al-
though it would be concerned if broadcast station licensees were to dissemi-
nate false or deceptive information or claims regarding audiences, geo-
graphical coverage, station power or other aspects of their service. The
FCC has under review its policies regarding concentration of media con-
trol, broadcast ownership by so-called “conglomerate” firms, and of major
TV network ownership of programs. The Commission does not attempt to
direct any person to form or refrain from forming any network nor does it
direct any of its licensees to affiliate or refrain from affiliating with any net-
work or networks. Network organizations are not licensed by the Commis-
sion except insofar as they may be owners of individual broadcast stations.

3. Public Inspection of Applications and Other Material. Each broad-
casting station is required to maintain for public inspection during regular
business hours in the community to which it is licensed a “public file” with
copies of most applications filed with the Commission, reports of station
ownership, the FCC's pamphlet, “The Public and Broadcasting— A Pro-
cedure Manual” (see Section 4 below), and certain other material. Also,
commercial radio and television stations are required to retain in the file
for three years, with certain exceptions, mail and other written comment
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from the public regarding station operation and programming efforts. Addi-
tionally, commercial television station public files must contain copies of
the Annual Programming Report referred to in 2(a) above as well as an
annual listing of (no more than 10) problems and needs of the area served
and typical and illustrative programming broadcast in response to them in
the preceding twelve months. Members of the public need not make ap-
pointments to inspect the public file of a station nor are they required to
examine its contents only at times most convenient to the licensee or mem-
bers of his staff. Copies of all applications, as well as various other docu-
ments, also are available for public inspection in the Commission’s head-
quarters in Washington.

The FCC has adopted regulations requiring television stations to make
program logs available for public inspection and prescribing the circum-
stances under which they would be made available for inspection and re-
production. These regulations differ significantly from those governing the
contents of the “public file” and access thereto as summarized above. Also,
Commission Rules have been amended to permit machine reproduction on
request made in person of records and materials maintained locally for
public inspection by television station applicants, permittees and licensees,
provided the party pays the reasonable costs.

4. Length of License Period and Notices of Applications; Public Com-
ment and Participation; Procedure Manual Available. Broadcast licenses are
normally granted for a three-year period, and the licenses of all stations in a
given state expire at the same time. Applications for license renewal con-
tain information regarding station programming and commercial practices,
both past and proposed, and must be filed four months before date of expi-
ration. Six months prior to the expiration date all broadcast stations begin
announcing information regarding the expiration of their licenses, the avail-
ability for inspection of their applications, the dates by which members of
the public should file comments with the FCC regarding station operations
and the availability of further information concerning the renewal process
in the station’s public file or from the FCC at Washington. “The Public
and Broadcasting — A Procedure Manual” may be studied in the public
files of stations or may be obtained from the FCC. It contains, among other
things, information helpful to community groups and members of the pub-
lic generally in filing comments concerning station performance.

However, as stated in Section 2(a) above, concerned persons are urged
to make their opinions know to their local stations. Every effort should be
made by all parties to resolve differences at the local level. Frequently citi-
zens will find that broadcasters welcome suggestions from members of the
public as to possible ways to improve their service.

5. Non-Discrimination in Broadcast Employment. The Commission
has adopted rules which provide that “equal opportunity in employment
shall be afforded by all licensees or permittees of . . . standard, FM, tele-
vision or international broadcast stations . . . to all qualified persons, and
no person shall be discriminated against in employment because of race,
color, religion, national origin or sex.” In addition, Commission Rules re-
quire that broadcast licensees employing five or more persons file annual
reports indicating employment in certain job categories of persons belong-
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ing to national minorities, and subdivided as to sex. Also, such licensees
must file information regarding affirmative equal employment programs for
minorities and women. The Commission does not attempt to direct a licensee
in its selection of an individual employee or performer for a particular
program or announcement.

The Commission’s rules regarding nondiscrimination in employment
are, in a sense, an affirmation of federal, state and local legislation in this
field, and they are also in accord with the public interest standard estab-
lished by the Communications Act. Title VII of the Civil Rights Act of
1964, as amended, which prohibits employment discrimination because of
race, color, religion, sex, or national origin, is applicable to employers of 15
or more persons, and similar State and local legislation in many instances
covers employers of lesser numbers of persons. Under the Civil Rights
Act, primary consideration for a complaint of discriminatory employment
practices is given to a State or. local agency having jurisdiction in the mat-
ter. In the absence of such an agency, the United States Equal Employment
Opportunity Commission assumes responsibility for processing the charge.
Complaints of employment discrimination by broadcast stations because of
race, color, religion, sex, or national origin may be brought first to the atten-
tion of the District Office of the U.S. Equal Employment Opportunity Com-
mission serving the area in which the station is located, or — if the address
of the appropriate EEOC District Office cannot be ascertained locally —
directed to the EEOC’s headquarters, at 1800 G Street, N.W., Washington,
D.C. 20506. All such complaints should include the request that the FCC
be advised of the final determination made by the EEOC or any other
agency having jurisdiction in the matter. If the EEOC determines that a
complaint comes within the jurisdiction of a State or local agency, it will
advise the complainant of that fact. In the event that neither Federal, State
or local legislation is applicable to an individual complaint concerning a
broadcast station, specific and detailed allegations indicating violations of
the rules referred to in the first paragraph of this section should be ad-
dressed to the Broadcast Bureau, Federal Communications Commission,
Washington, D.C. 20554, where a determination will be made as to what
action may be appropriate in the matter.

Complaints alleging discrimination because of age should be filed with
the nearest local Wage and Hour Office, listed in telephone directories under
U.S. Department of Labor, Employment Standards Administration, Wage
and Hour Division, with the request that the Broadcast Bureau of the Fed-
eral Communications Commission be advised of the Wage and Hour Office’s
findings in the matter. Information concerning the location of such offices
may also be obtained from the U.S. Department of Labor’s Employment
Standards Administration, Wage and Hour Division, Washington, D.C.
20210.

6(a). Acceptance, Rejection, Scheduling, Cancellation and Duplica-
tion of Program Matter; Color and Stereo Broadcasting; Adherence to Pub-
lished Program Schedules. The Commission is prohibited by Section 326 of
the Communications Act from censoring broadcast matter and from taking
any action which would interfere with the right of free speech by broadcast-
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ing. It should also be stated that the FCC is not the arbiter of taste. The
licensee is responsible for the selection of programming based on what he
learns about the problems, needs and interests of his community of license.
Thus, the Commission does not direct him to broadcast one program or
cancel another, or as to the time of day when programs or announcements
should be presented. This policy applies to many programming matters,
such as discontinuance of a particular program over a station or network or
the deletion of certain portions of a program for reasons of taste or propri-
ety, to avoid offending the sensibilities of members of the audience, or for
other editing purposes. It is also applicable to the selection of religious pro-
grams, motion pictures and sports programs (including wrestling exhibitions
and bullfights) and specific types of public service programs. Whether to
present public service announcements for any specific purpose or on behalf
of any particular public or private organization is a matter for determina-
tion by the individual licensee. The same policy covers decisions by net-
works or stations to present simultaneously the same or similar sports or
news events, or other types of programs. The FCC will not substitute its
judgment for that of the broadcaster in the selection and presentation of
material for programs of news and comment. (See Section 12 below.)
There is no regulation requiring licensees to present television programs in
color or FM programs in stereo when stations are equipped to broadcast
such programs. Licensees of FM stations in cities of over 100,000 population
may devote no more than 50 per cent of the average FM week to programs
duplicated from an AM station owned by the same licensee in the same
local area.

Publications setting forth the Commission’s policies regarding the de-
piction of violence as well as programming and advertising directed to
children are available upon request.

Complaints are received that some stations do not always adhere to
program schedules as published. The Commission has no authority to regu-
late the listing of programs in magazines and newspapers. Changes in pro-
gramming plans sometimes occur after listings have been sent to the press
and it may not always be possible to submit corrected listings before the
deadline for changes, particularly in the case of weekly publications, such
as TV Guide and supplements in Sunday newspapers. However, citizens are
urged to make their views known to the stations involved so that stations
will become more fully aware of the opinions of their audience, and at-
tempt to the best of their ability to eliminate such sources of dissatisfaction.

6(b). Access to Broadcast Facilities, Program Guests and Freedom of
Speech; Licensee Programming Judgment and Audience Reactions; Advi-
sory FCC Opinions; Submission of Program Ideas and Material. Section
3(h) of the Communications Act states that a broadcaster shall not be
deemed a common carrier and therefore is not required to accept all matter
which may be offered to him for broadcast. There is no provision of the
Constitution or of any statute or regulation guaranteeing to any particular
person the use of a microphone or TV camera for the presentation of
broadcast material and therefore, except under special circumstances, the
broadcast licensee is under no obligation to have any particular person as
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his guest or to present that person’s remarks.! It is not the Commission’s
policy to review material prior to its broadcast.

Persons wishing to market program ideas or scripts, or to have their re-
cordings or other material broadcast, should deal directly with producers,
stations or networks, as the Commission cannot serve as a clearing house for
talent or programs. The FCC cannot direct any person or firm as to their
procedures for the disposition of material submitted to them and will not
intervene in the private disputes which may arise in this regard.

6(c). Licensee Business Practices and Advertising Rates. While the
Commission would be concerned if any practice of a licensee might be in
restraint of trade, result in unfair competition or otherwise not be in accord
with law, the licensee is not required to submit his advertising rates for
Commission approval and the rates he may charge a given sponsor are a
matter for negotiation between the sponsor and the station. Licensees autho-
rized to operate commercially are not required to charge or refrain from
making a charge for broadcast time. Rates charged by broadcasters for the
use of stations by candidates for public office are governed by special pro-
visions of federal law as set forth and explained in Commission publications
available upon request.

7. Fairness Doctrine; Retention of Material Broadcast. The Commis-
sion does not attempt to substitute its judgment for that of the broadcast
licensee regarding “‘open mike” or other programs in which the editorial
views of the licensee himself are set forth. We should explain, however,
that the Commission believes that licensees are obligated to give the public
more than one viewpoint on a controversial issue of public importance. The
Constitutionality of this policy, known as the fairness doctrine, has been
upheld by the Supreme Court. The policy requires a licensee who presents
one side of a controversial issue of public importance to afford reasonable
opportunity for presentation of opposing viewpoints on that issue. The fair-
ness doctrine does not require exact equality of time for opposing view-
points. and should not be confused with the law governing use of broad-
casting stations by candidates for public office. What the fairness doctrine
requires is that a broadcast licensee, having presented one side of a con-
troversial issue of public importance, make reasonable efforts to present
opposing sides of the issue in his over-all programming. Opposing views
need not be presented on the same program or even in the same series of
programs, so long as an effort is made in good faith to present contrasting
views in the station’s overall programming. With the exception of certain
circumstances involving political editorials of licensees, personal attacks as
defined by the Commission’s Rules and a provision of law affecting non-

! When one qualified candidate for public office has been permitted to use a
broadcasting station, Section 315 of the Communications Act requires that the
station “shall afford equal opportunities to all other such candidates for that
office. . . .” The Commission’s Rules also require that with certain exceptions a
person who is the subject of a personal attack shall be afforded an opportunity
to respond. A personal attack is defined as an attack “upon the honesty, charac-
ter, integrity or like personal qualities of an identified person or group, which
occurs during discussion of a controversial issue of public importance.”
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commercial educational stations [see Section 1(c) above), licensees are not
required to make, maintain or provide to the general public scripts, tapes or
summaries of program material broadcast.

8. Other Aspects of Fairness; Editorializing and Scheduling of Edito-
rials and News Comment. 1t should be stressed that the purpose of the fair-
ness doctrine is to protect the right of the public to be informed, not to
provide broadcast time to any particular person or group. Having broad-
cast one side of a controversial issue of public importance, the broadcast
licensee has an obligation to attempt to present contrasting viewpoints, but
it lies within his discretion to select the particular format to be used in such
presentations as well as the particular individual to express the various
viewpoints — provided, of course, that the licensee appears to be acting
reasonably and in good faith. A more detailed statement of Commission
policy regarding the fairness doctrine, including examples of the way it has
been applied to particular factual situations, is contained in a booklet on
that subject which is available upon request. In June of 1971 the Commis-
sion instituted a comprehensive review of all aspects of the fairness doc-
trine. The Commission also has prepared a detailed explanation of the way
the so-called “equal time” law applies to candidates for political office,
which also is available upon request. Editorializing by broadcast licensees
is encouraged under the Commission’s policies, subject of course to the
requirements of the fairness doctrine. In this regard, it should be noted that
there is no law or rule which requires editorial or news comment (or, in-
deed, any kind of broadcast material) to be labeled or announced as such,
or which requires that it be separated or distinguished in any way from
other program matter.

9. Profane, Obscene or Indecent Language or Material. The Commis-
sion’s authority in the area of broadcast matter which may be complained
of on the grounds that it is profane, obscene or indecent is governed by
federal statutes and by decisions of the courts in interpreting them. On the
one hand, Section 326 of the Communications Act specifically prohibits
Commission censorship of broadcast material. On the other, Section 1464
of the United States Criminal Code provides criminal penalties for uttering
“any obscene, indecent or profane language by means of radio communica-
tion.” While criminal prosecution under this section is solely within the
jurisdiction of the Department of Justice, the Commission is authorized
under provisions of the Communications Act to revoke a broadcast license
or impose a fine upon the licensee for violation of Section 1464 regardless
of whether criminal prosecution has been initiated.

The courts have held in many cases that material that may be offensive
to some people is not necessarily obscene as a matter of law. The United
States Supreme Court adopted the present standard for determining whether
a particular printed work is obscene in the case of Miller v. California
(June 21, 1973). That standard is “(a) whether the average person, apply-
ing contemporary community standards, would find that the work, taken as
a whole, appeals to the prurient interest; (b) whether the work depicts or
describes in a patently offensive way, sexual conduct specifically defined by
the applicable state law, and (c) whether the work, taken as a whole, lacks
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serious literary, artistic, political or scientific value.” The Court has applied
the same standard to motion pictures and to violations of federal laws other
than Section 1464. The Court has not specifically ruled on whether a par-
ticular work may be regulated because it is “indecent” in contrast to ‘“‘ob-
scene,” although in one case concerning motion pictures, the Court has in-
dicated that it might construe the word “indecent” as being the equivalent
of “obscene” for Constitutional purposes. However, the Court has never
specifically interpreted Section 1464 or any other statute with specific refer-
ence to the broadcast of questionable material, in contrast to its presenta-
tion in print or in motion pictures. The Supreme Court has ruled that
nudity alone is not enough to make material legally obscene under the
Miller standards.

In April of 1970 and April of 1973, Notices of Apparent Liability
were issued to the licensees of Stations WUHY-FM, Philadelphia, Pennsyl-
vania and of WGLD-FM, Oak Park, Illinois, respectively, proposing to fine
the stations for the broadcast of obscene and/or indecent language, but
stating that the Commission would welcome court review of its actions. In
each case the licensees elected to pay the fines.

In July of 1973 the Commission denied an application by the Illinois
Citizens Committee for Broadcasting and the Illinois Division of the Amer-
ican Civil Liberties Union for remission of the $2,000 fine against the li-
censee of Station WGLD-FM. The two groups appealed the Commission’s
decision to the United States Court of Appeals for the District of Columbia
Circuit, essentially urging that the Commission had erred in assessing the
fine. On November 20, 1974 the Court ruled, in effect, that the FCC does
not act unconstitutionally when it determines that broadcast discussions in
daytime radio call-in programs of ultimate sex acts in a titillating context
are obscene; but the Court in this case established no standards applicable
to broadcast matter different from those presently applied to printed mate-
rial or to motion pictures. Moreover, because the Court found the material
broadcast by WGLD to be obscene, it did not reach the question of the
constitutionality of the Commission’s interpretation and application of the
term “indecent.”

On February 12, 1975 the Commission issued a declaratory Order con-
cerning the use of indecent language on the public airwaves. The Com-
mission defined “indecent language” as “language that describes in terms
patently offensive as measured by contemporary community standards for
the broadcast medium, sexual or excretory activities and organs.” This def-
inition differs from the definition of obscenity in that the latter also requires
a showing that the material appeals to the prurient interest. The Commis-
sion further stated that at hours when it is likely that children will be in the
audience, indecent language “cannot be redeemed by a claim that it has lit-
erary, artistic, political or scientific value.” However, when the number of
children can be expected to be at a minimum, such as late-night hours, the
Commission “would also consider whether the material has serious literary,
artistic, political or scientific value, as the licensee claims.”

The Commission submitted its Report of the Broadcast of Violent, In-
decent and Obscene Material to the Congress on February 19, 1975. The
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report summarized discussions with representatives of the three major com-
mercial networks with respect to reducing the “level and intensity” of vio-
lent and sexually-oriented programming. (The response of the networks has
been to propose the establishment of a “Family Viewing” period during the
early evening hours of network television programming starting in the fall
of 1975.) In its Report the Commission also sought from the Congress
clarification of the statutory language that prohibits the broadcast of ob-
scene and indecent language to assure the applicability of the statute to
television and to cable television.

Profanity. The intention of the speaker has governed in key cases in-
volving language commonly regarded as profane (“hell,” “Damn,” “God
damn it,” etc.), the test being whether there were uttered “words importing
an imprecation of divine vengeance or implying divine condemnation, so
used as to constitute a public nuisance.” Complaints of such language unac-
companied by evidence of the indicated intention do not normally furnish
a basis for Commission action.

10. Criticism of Laws or Government. The courts have held that the
First Amendment to the United States Constitution guarantees free speech
with certain very limited exceptions, such as expressions which “constitute
a clear and present danger of serious substantive evil.” Thus, broadcasts of
views opposing existing laws or criticizing social conditions, government
activities or officials, including the President, are protected by Constitu-
tional guarantees of free speech.

11. Programs Which Reflect Upon Religion, Race or National Back-
ground. Programs containing criticism, ridicule or humor concerning the
religious beliefs, race or national background of persons or groups are
sometimes the subjects of complaints received by the Commission. Such
broadcast matter, however offensive it may sometimes be, also enjoys the
protection of the Constitutional guarantees of free speech. As the Commis-
sion stated, in part, in its Memorandum Opinion and Order of January 22,
1964, concerning the license renewal of the Pacifica Foundation stations:

“We recognize that as shown by the complaints here such provoc-
ative programming as here involved may offend some listeners. But
this does not mean that those offended have the right, through the
Commission’s licensing power, to rule such programming off the air-
waves. . . . No such drastic curtailment can be countenanced under
the Constitution, the Communications Act, or the Commission’s policy,
which has consistently sought to insure the maintenance of radio and
television as a medium of freedom of speech and freedom of expres-
sion. In saying this, we do not mean to indicate that those who have
complained about the foregoing programs are in the wrong as to the
worth of these programs and should listen to them. This is a matter
solely for determination by the individual listeners.”

12. News Programs. The Commission sometimes receives allegations
that a network, station or newscaster has distorted or suppresed news, or
unduly emphasized certain aspects of the news, or has staged, instigated or
fabricated news occurrences. The Commission will not attempt to substitute
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its judgments of news values for those of a licensee, but the deliberate dis-
tortion, slanting or “staging” of news by broadcast stations would be pat-
ently inconsistent with the public interest and would call for remedial action
by the Commission. However, the Commission in order appropriately to
commence action in this sensitive area must receive significant extrinsic evi-
dence that the news was deliberately distorted or fabricated. Were this
Commission to proceed upon the basis simply of what was said over the
air, it would be in the position of determining the “truth” of each factual
situation, evaluating the degree to which the matter complained of departed
from the “truth,” and, finally, calling upon the licensee to explain the devi-
ation. The Commission believes that such activities on its part would be
inappropriate for a Government licensing agency.

13. Violence and Crime in Programming; Narcotics and Dangerous
Drugs. This Commission will cooperate in every feasible way with the work
of government entities and other organizations studying the possible influ-
ence upon human behavior of the depiction of crime or violence in broad-
cast programs, and will take cognizance of any findings that may result
from these studies. Publications setting forth the Commission’s policy re-
garding the depiction of violence as well as programming and advertising
directed to children are available on request.

The Commission receives complaints alleging that some broadcast
material, and particularly certain songs, encourage or glorify the illegal use
of narcotics or dangerous drugs. On March 5, 1971, the Commission issued
a Public Notice reminding licensees of their responsibility to acquaint them-
selves with the nature of their programming, including lyrics of songs. Four
years earlier the Commission had issued a similar reminder with reference
to foreign language programs. In its Notice of March 5, 1971, the Commis-
sion did not state that a licensee should not broadcast any particular type of
record, and made clear the fact that selection of records was a matter for
the licensee’s judgment. Because the Public Notice was widely misconstrued
as a directive not to play certain kinds of records and because a number of
petitions for reconsideration of the Notice were received, the Commission
on April 16, 1971, issued a Memorandum Opinion and Order treating the
matter in greater detail and constituting the Commission’s definitive state-
ment on the subject.

A number of government agencies, including the Departments of Jus-
tice and of Health, Education and Welfare, are cooperating with the National
Association of Broadcasters and individual broadcasters in presenting mate-
rial designed to acquaint young people with the dangers of narcotics.

14. Tobacco Products: Cigarette and Little Cigar Advertising; Depic-
tion of Use of Tobacco Products in Programs. Section 6 of the Federal Cig-
arette Labeling and Advertising Act'of 1965 (Title 15 of the United States
Code, Sections 1331-1340), as amended by the Public Health Cigarette
Smoking Act of 1969 and further amended by the Little Cigar Act of 1973,
states: “After January 1, 1971, it shall be unlawful to advertise cigarettes
and little cigars on any medium of electronic communication subject to the
jurisdiction of the Federal Communications Commission.” Cigarettes are
defined in the Act of 1969 and little cigars in that of 1973, The law does
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not prohibit the broadcast advertising of such tobacco products as pipe to-
bacco or cigars not defined as “little cigars” in the legislation referred to
above; nor does it prohibit the incidental use of any tobacco product in
television programs by actors, announcers, etc.

15. Alcoholic Beverages. The Commission has constantly taken the
position that prohibition of broadcast advertising of alcoholic beverages is
a matter for legislative determination by the Congress. The Congress has
enacted no law in this regard. The Commission is prohibited by the Com-
munications Act from censoring any broadcast matter and does not direct
licensees to accept or reject such advertising or in the depiction of the use
of alcoholic beverages in dramatic or other types of program matter. The
National Association of Broadcasters’ codes, which are aspects of self-
regulatory activities among broadcasters, forbid the advertising of hard
liquor and establish guide-lines for advertising wine and beer as well as for
the depiction of the use of alcoholic beverages in television programs.
Membership in the NAB and subscription to its codes are entirely volun-
tary on the part of broadcast licensees.

16. Other Advertising Complaints and Inquiries.

(a). Amount of Adbvertising. There is no statute or regulation which
limits the amount of commercial material which may be broadcast in any
given period of time. However, when applying for a license or renewal
thereof, the applicant is required to state the maximum amount of com-
mercial matter he proposes normally to allow in any 60-minute segment. If
the applicant proposes to permit this amount to be exceeded at times, he is
required to state under what circumstances and how often this is expected
to occur, and the limits that would then apply. In addition, each applicant
for renewal of license is required to inform the Commission of the amount
of commercial matter per hour actually broadcast during his past license
period. Commercial time is measured in total minutes per clock hour rather
than by number of announcements. Public service announcements are not
computed as commercial time, nor are unsponsored time signals, routine
weather announcements, and station or program promotion announcements.

(b). Advertising in Bad Taste. In matters of questionable taste or pro-
priety, the Commission urges concerned citizens to make their views known
directly to the broadcasters of the particular advertisements which are con-
sidered offensive.

(¢). False or Misleading Advertising; Food and Drug Products Adver-
tising. The Federal Trade Commission (Pennsylvania Avenue and Sixth
Street, N.W., Washington, D.C. 20580) has the primary responsibility for
determining whether advertising is false or deceptive and for taking appro-
priate action against the sponsors of such material. The FCC, however,
holds broadcast licensees responsible for exercising reasonable diligence to
prevent the use of their facilities for false, deceptive or misleading advertis-
ing, and takes cognizance of FTC findings in this regard. The two Commis-
sions have established liaison procedures under which they will exchange
information and maintain regular staff contacts on matters of mutual con-
cern. The FTC has been studying the role in our national life, as well as the
advertising, of such products as non-prescription stimulants, calmatives and
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sleeping aids, and the National Association of Broadcasters has adopted
guidelines for the advertising of these three classes of drug products. Com-
plaints and inquiries regarding food or drug products believed to be danger-
ous or unsafe should be addressed to the Food and Drug Administration,
Department of Health, Education and Welfare, 200 C Street, S.W., Wash-
ington, D.C. 20204.

(d). Loud Commercials. The Commission also receives complaints
that certain broadcast advertising is objectionably loud. The Commission
has made extensive inquiries into this problem and has concluded that
although no method apparently has been developed whereby the objec-
tionable quality of “loudness” can be measured objectively, many factors
pertaining to “loudness” can be controlled by broadcasters. Accordingly,
the Commission amended its rules to this end. It also issued a policy state-
ment setting forth the various methods by which “loudness” can be con-
trolled, and requested broadcast licensces to take appropriate measures to
adhere to the policy. Following these actions by the Commission, there has
been a marked decrease in the number of complaints received on this sub-
ject. However, the Commission makes inquiry into each such complaint it
receives if the complainant states the call letters of the station which broad-
cast the commercial, describes the commercial or lists its sponsor, and
specifies the date and approximate time of the broadcast.

(e). Subliminal Adveriising. The Commission receives complaints re-
garding the supposed use of subliminal techniques in television advertising.
Such complaints usually concern words and pictures flashed briefly on the
screen but of which the viewer is consciously aware. However, subliminal
advertising is designed to be perceived on a subconscious level only. The
FCC has held that the use of subliminal techniques is inconsistent with the
obligations of a licensee and has made it clear that broadcasts employing
such techniques are contrary to the public interest, adding that, whether
effective or not, the broadcasts are clearly intended to be deceptive.

17. Private Controversies; Miscellaneous Claims Against Stations;
Contests; Lotteries; Solicitation of Funds.

(a). Controversies and Claims. The Commission does not attempt to
resolve private controversies involving broadcasting stations, and generally
leaves the enforcement of individual claims to the parties involved. It can-
not, for example, collect contest prizes for participants, secure delivery of
merchandise ordered through broadcast stations or enforce claims against
stations for payment of wages or other debts. However, it is the Commis-
sion’s duty to consider practices which might reflect upon either the char-
acter or financial qualifications of a broadcast licensee or which could
adversely affect the ability of the broadcast industry to serve the public
interest. The Commission will consider comments, inquiries and complaints
which may raise questions regarding the qualifications of licensees with the
view to taking such action as may be deemed appropriate.

(b). Improperly Conducted Contests; Program Matter (Hoaxes, Scare
Headlines and Certain Types of Contests and Promotions) Which Adversely
Affects the Public Interest. 1t is a violation of law to prearrange or pre-
determine the outcome of any purportedly bona fide contest of intellectual
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knowledge, intellectua! skill, or chance with the intention of deceiving the
broadcast audience regarding such contest (Section 509 of the Communi-
cations Act). The FCC also will give careful consideration to complaints
that its licensees have engaged in any of the following practices in the con-
duct of contests: dissemination of misleading or deceptive information re-
garding the nature of a contest, the prizes to be awarded or the qualifications
for participation by members of the public; failure to broadcast or publish
complete and clear information regarding the rules for a contest or to pro-
vide the public with full and timely information concerning a change in a
contest, its premature termination or decision not to award announced
prizes.

The Commission is also concerned that licensees refrain from broad-
casting contests, promotions or hoaxes which may alarm the public about
imaginary dangers; infringement of public or private property rights or the
right of privacy; annoyance or embarrassment to innocent parties; hazards
to life and health, and traffic congestion or other public disorder requiring
diversion of police from other duties.

(c). Lotteries. A lottery is a game, contest or promotion which com-
bines the three elements of (1) a prize, (2) dependence in whole or in part
upon chance in determining winners, and (3) the requirement that contes-
tants purchase anything or contribute something of value in order to com-
pete (consideration). If any of these elements is absent, there is no lottery.
Generally, Section 1304, Title 18, United States Code, prohibits the broad-
cast of advertisements for or information concerning lotteries [raffles, bingo,
etc.]. However, Title 18 does permit a station to broadcast information,
advertisements and lists of prizes of lotteries conducted by the state in
which the station is located, and information, advertisements and lists of
prizes of lotteries conducted by adjacent states.

(d). Solicitation of Funds. There is no law or regulation which pro-
hibits the broadcast solicitation of funds for lawful purposes (including
appeals by broadcast licensees for contributions to defray station operating
expenses) if the monies or other things of value contributed are put to the
announced purposes. Where use of the mails is involved in this area, en-
forcement of relevant law is the responsibility of the United States Postal
Service. Whether to permit solicitation over his facilities is a matter within
the discretion of the individual licensee. Section 1343 of Title 18, United
States Code, provides criminal penalties for fraud by wire, radio or televison.
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American Broadcasting Company
1330 Avenue of the Americas
New York, N.Y. 10019
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51 West 52nd Street
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Mutual Broadcasting System
135 West 50th Street
New York, N.Y. 10020

National Black Network
1350 Avenue of the Americas
New York, N.Y. 10019

National Broadcasting Company
30 Rockefeller Plaza
New York, N.Y. 10020

National Public Radio
2025 M Street, N.W.
Washington, D.C. 20036

NATIONAL ASSOCIATIONS

American Association of Advertising
Agencies (AAAA)

200 Park Avenue

New York, N.Y. 10017

American Federation of Television and
Radio Artists

1350 Avenue of the Americas

New York, N.Y. 10019

American Women in Radio and Television
1321 Connecticut Avenue, N.W,
Washington, D.C. 20036

Association of Public Radio Stations
1730 Pennsylvania Avenue, N.W.
Washington, D.C. 20006

National Association of Broadcasters
1771 N Street, N.W.
Washington, D.C. 20036

National Association of Educational
Broadcasters

1346 Connecticut Avenue, N.W.

Washington, D.C. 20036

National Association of FM Broadcasters
420 Madison Avenue
New York, N.Y. 10017

National Association of Television and
Radio Artists

1408 South Michigan Avenue

Chicago, Illinois 60605

Station Representatives Association
230 Park Avenue
New York, N.Y. 10017

OTHER ORGANIZATIONS

Corporation for Public Broadcasting
1111 - 16th Street, N.-W.
Washington, D.C. 20036

National Association for Better Broad-
casting

373 North Western Avenue

Los Angeles, California 90004

National Citizens Committee for Broad-
casting

1914 Sunderland Place, N.W.

Washington, D.C. 20036

Radio Advertising Bureau
116 East 55th Street
New York, N.Y. 10022
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papers focused on methods to prepare young Black men and women for
decision-making media positions.
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STUDIO
AND OPERATING
FACILITIES

BY ELIZABETH S. CZECH

ACCORDING to the Communications Act of 1934, broadcast-
ing is defined as the dissemination of radio communications intended to be
received primarily by the public. In order to provide room in the radio
spectrum for all public and non-public users of radio waves, the Federal
Communications Commission (FCC) allocates particular bands and fre-
quencies to certain uses, granting licenses to qualified applicants in a man-
ner designed to assure equitable distribution of radio spectrum among all
parts of the United States.

The International Telecommunications Union, an organization with
a membership of approximately 130 countries, agrees how to carve up and
use all portions of the radio spectrum and designates which bands will be
utilized on a world basis for a particular function — such as radionavigation,
satellite communication and any other frequency usage which might inter-
fere with each nation’s broadcasting. The individual member nations deter-
mine how to allocate frequencies within such assigned bands. The ITU also
assigns initial letters to be used for radio call signs throughout the world,
designating the letters “W,” “K,” “N,” and part of the “A” series to the
United States. Except for certain pioneer stations which were in existence
before the current rules were adopted, American broadcasting stations lo-
cated west of the Mississippi use four-letter call signs beginning with the
letter “K,” and those east of the Mississippi are identified by the letter “W.”
The FCC approves selection of each station’s call letters in order to prevent
duplication of letter combinations.

53
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Spectrum space is in great demand for many services beyond public-
oriented radio and television broadcasting, namely: aeronautical, maritime,
amateur (ham), international, citizens band, land-mobile and space re-
search. Land-mobile assignments encompass police, fire and hospital public
safety communication services in addition to communication needs of busi-
ness, industry and various utilities.

Because the quality and types of programs are determined to some
degree by the technical capabilities and limitations of the AM or FM distri-
bution systems, it is necessary for a broadcaster to understand the funda-
mentals of the nature of sound and its electronic transmission.

In its original form sound is a wavelike motion of air, measurable by
its pressure and velocity. A sound which completes one wave per second is
said to have a frequency of one cycle per second. The higher the pitch, the
shorter the wave length and the more frequent the number of cycles per
second. A tone of 1,100 cycles per second has a wavelength of one foot. If
we keep in mind that a conversational human voice ranges around 1,000
cycles per second and the highest note a musical instrument (the violin)
can produce is approximately 16,000 cycles per second, we can visualize
the approximate wave lengths and number of cycles per second generated
by talk and music. We find, however, that we need waves of much greater
frequency to project natural sounds into the ether.

The frequency of a radio station corresponds with its location on the
dial of the receiver, with the exception of the final zero which is deleted for
lack of printing space. A station licensed to operate at a frequency of 1,240
kilocycles per second will be located at 124 on the AM dial and will issue its
signal on a carrier wave that oscillates at a rate of 1,240,000 vibrations per
second. Because Heinrich Hertz was the first person to generate, transmit,
receive and measure radio waves, scientists now honor him by assigning his
name, Hertz, to represent the electronic unit of cycle per second: usually
abbreviated to “Hz” or “hz.” The operating frequency of the station just
described would, therefore, be identified as 1,240 kilohertz (KHz).

As seen in Fig. 1, sound entering a microphone is changed to electrical
energy, referred to as audio current. That current passes into the control
board where it is made stronger (amplified) before it is fed to a transmitter
by means of an “equalized” telephone wire — sometimes aided by a micro-
wave system to complete a difficult studio transmitter link (STL).

At the transmitter, an oscillator generates a carrier wave at the fre-
quency assigned it by the FCC. The sound, acting as a modulator, shapes
the carrier wave and becomes radiated energy emitted by the transmitter in
form of radio frequency (RF) which is broadcast through the air in a
random manner.

The receiver’s antenna, responsive only to the set of frequencies to
which it is tuned, filters from the atmosphere the radio frequency it seeks,
and feeds it to the detector unit which filters out the carrier waves, leaving
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only audio current similar in shape to the original sound waves. The audio
current is then amplified and fed into a loudspeaker from which it emerges
as sound in its initial state.

AM

Responsible for spectrum management in the United States, the FCC
has set aside 107 medium-wave (MF) frequency channels for use by amp-
litude modulation (AM) standard broadcasting stations. Of thesec 107
channels, 60 are classified as clear, 41 as regional, and 6 as local. The types
of stations assigned to use one of the three types of channels are further
identified as either Class I, I, II1 or 1V.

Class | stations operate on exclusive, clear channels and are considered
to hold dominant positions with their high power and exclusive use of a
clear channel. Class Il stations may also operate on clear channels, but are
considered “secondary” insofar as they may broadcast with power assign-
ments varying from as little as 250 watts up to 50,000 watts, and must
share clear channel frequencies. Class 11l stations broadcast on regional
channels and have less coverage than clear channels, whereas Class 1V sta-
tions, operating on local channels, have the most limited service contours.
Bcecause of their restricted coverage area, more than 1,000 local AM sta-
tions operate on one of the 6 local channels without interfering with one
another.

Each AM channel is 10,000 cycles wide (10 KHz) and is located in
the band of frequencies ranging from 535 to 1605 KHz. To illustrate: a sta-
tion licensed to broadcast at a center frequency of 540 KHz is authorized to
utilize the spectrum space between 535 and 545 KHz, free from interference
by any other station.
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AM RADIO WAVES FM RADIO WAVES

Distance (frequency) between waves Distance (frequency) beiween waves
remains constant. Amplitude (height) changes according to pattern of orig-
is changed to duplicate the pattern of inal sound waves. Amplitude remains
original sound waves. constant.
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In amplitude modulation (AM) the sound of the program being trans-
mitted modulates (incrcases or decreases) the amplitude (height) of the
carrier wave. Amplitude may be perceived as power, strength or intensity.

In frequency modulation (FM) the amplitude of the wave remains
constant, but the frequency (wave length) changes. (Fig. 2.)

The stecl tower of an AM radio station antenna emits radio waves in
all directions, even straight up. Antenna height is determined by the wave-
length of a station’s assigned frequency, with the most effectiveness at .58
of the particular wavelength. If a station has a directional pattern assigned
by the FCC in order not to interfere with the service pattern of another
station, it will have two or more towers as part of its antenna system. The
station with a single tower, sometimes called a “stick,” covers all direc-
tions with three kinds of waves: ground, direct and sky.

Ground waves follow the curve of the earth and, aided by direct waves,
provide the AM station’s primary service area frec of fading. The ground
wave of an AM station is supported by a ground system of wide copper
bands buried in the ground, extending in a circular pattern from the base of
the antenna. Band lengths and number are determined by FCC engineering
guidelines in proportion to the wave length emitted by the antenna.

Direct waves are thosc propagated by line of sight and go in a straight
line from transmitter to receiver, limited by the curvature of the earth. In
AM they may be considered to be part of the ground system.

Sky waves provide a station’s secondary coverage and consist of me-
dium frequency (MF) and high frequency (HF) waves which are reflected
back to carth from several different layers of the ionosphere. Other waves
pass through the ionospheric stratum. Active after sunset, when the Kennelly-
Hcaviside laycr of ionized particles gather at a height of approximately 68
miles above the surface of the earth, sky waves make long-distance night-
time AM coverage possible; but they also create potential interference with
other stations. To prevent overlapping signals, the FCC requires certain
AM stations either to discontinue broadcasting at sunset or to change to
arrays of directional antennae or to reduce their power. Not as dependable
as ground waves, sky waves are the cause of fading AM reception.

As a rule, the greater the power the greater a station’s coverage. Addi-
tional favorable factors which may contribute to increased AM coverage
and which are taken into account by the FCC when a license is issued in-
clude: (1) a high antenna location, (2) absence of local obstructions such
as high buildings or mountains, (3) moist soil at the antenna site, (4)
favorable climate, free of natural or man-made static.

As seen in Fig. 2, the center frequency bisects two side bands, each of
which duplicates the other. The AM signal, therefore, can actually propa-
gate a maximum signal of only 5 KHz rather than the 10 KHz bandwidth it
occupies. When we recall that some musical instruments, such as the violin,
flute and oboe have fundamental frequencies from 14 to 16 KHz, we recog-
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nize that AM broadcasting denies the listener the full range of the musical
spectrum,

FM

Frequency modulation (FM) propagates signals of greater frequency
and smaller waves than does AM. Consequently the FCC has allocated to
FM a portion of the very high frequency (VHF) clectromagnetic spectrum
and has sct aside 100 FM channcls in the frequency band from 88 to 108
MHz. The first 20 channels, 88 through 92, are reserved for educational
FM; the remainder are open to qualified commercial applicants.

FM stations are classified by the FCC according to their power and
antenna height. Class C FM stations are the most powerful and are al-
lowed to transmit a maximum effective radiated power (ERP) of 100 kilo-
watts (Kw). Class B FM stations are limited to no more than an output of
50 Kw ERP, whereas Class A FM stations are restricted to no more than 3
Kw ERP. Ten watt educational FM stations are identified as class D.

Since FM signals are propagated only by direct line-of-sight, or an ap-
proximate maximum distance of 50 miles from antenna to horizon, an FM
station obtains distance by placing its antenna as high as possible above
average terrain. Mountains, high buildings, even trees may obstruct FM
signals. The range of an FM station, therefore, is determined by its power
and antenna height as assigned by the FCC. The intcraction between trans-
mitter, power and height of antenna control the maximum transmitting
range of each station. In frequency modulation the only function of the
tower is to elevate and support the small circular or elliptically shaped FM
antenna. The configuration of FM antennae depend upon whether they are
intended to broadcast horizontal or vertical signals or a combination of
both. Polarized antennae provide better local reception, particularly in car
radios, although they may have to sacrifice some distance for the assured
local coverage over difficult terrain. Because FM antennae project neither
ground nor sky waves, only under infrequent atmospheric conditions (such
as those which cause temperature inversions) might sporadic long-distance
FM broadcast propagation occur. FM’s waves are so short that they pene-
trate, rather than bounce off the ionosphere. On the other hand, an FM
station’s coverage remains stable and consistent day and night, free of fad-
ing. Instead of overlapping, as AM signals may do, the stronger FM station
completely blanks out the straying signal of a weaker station.

FM is superior to AM in several ways, the most outstanding difference
being FM’s freedom from static. Because FM sound waves ride in a pro-
tected fashion within the envelope of the FM carrier wave's edges, neither
lightning nor man-made static can piggyback on the signal as it does in AM.
For example, the next time an airplane passes over your residence while
you are viewing something on your television set (which uses AM for video
and FM for audio) note that the plane’s proximity will momentarily distort
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the picture but not the sound. High fidelity is an additional asset of fre-
quency modulation. Because of its wider channel (30 KHz), an FM trans-
mitter can duplicate musical frequencies up to 15 KHz on each sideband,
contrasted to AM’s maximum sideband capability to transmit frequencies
no greater than 5 KHz. For this reason classical music stations are usually
FM. It should be noted that high fidelity means full frequency range of
sounds, not loud volume.

The width actually reserved for each FM channel is 200 KHz — a
much broader band than AM’s 10 KHz. Normal FM broadcasting, how-
ever, uses only 30 KHz in each band, freeing the remaining spectrum space
in its channel for a variety of uses, including multiplexing and broadcasting
in stereo or quad. Multiplexing is the simultaneous transmission of two or
more signals on a single carrier. Licensees must obtain FCC permission to
multiplex auxiliary services by applying for Subsidiary Communications
Authorization (SCA). Examples of multiplexing include music fed to stores,
doctor’s offices or restaurants, specialized talk program services for the
blind, doctors’ state-wide conferences to keep up to date on medical ad-
vances and instructional services for home-bound children. Aural material
may also be multiplexed, with FCC permission, by television relay systems.
Recipients of multiplexed programs need specially tuned FM receivers in
order to pick up the programs which are transmitted on a portion of a
station’s sideband.

Just as in AM, normal FM broadcasting duplicates the signal on both
sidebands. To air stereo, the licensee transmits a different signal on each
of its two sidebands. Quad, which is discussed later in this chapter, is broad-
cast through an adaptation of the stereo principle. Even visual material,
such as sketches or photographs, can be reproduced by a slow scan method
on FM. The recipient, of course, needs a special video receiver attached to
the FM radio in order to receive the transmitted pictures.

In communities with cable television service, FM stations are fre-
quently fed to subscribers’ homes on one or more of the unused television
channels. Cable systems sell extra taps to enable subscribers to hook up
either their FM radios or second TV sets to the cable line. FCC authoriza-
tion is required for FM to be extended in this manner. Some college carrier-
current campus stations are similarly fed in order to reach students who
live off campus, beyond the range of the low-power transmitting systems.

TRANSMITTERS

Transmitters may be either tube type or transistorized — or a blend of
the two. Their power may be as low as 10 watts or as great as SO kilowatts.
All but certain low-powered stations must have a first class radiotelephone
operator in full-time employment, but may use second class and third class
licensed operators to perform certain routine operations of the transmitting
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system. The chief engineer is responsible for maintaining the equipment in
accordance with technical standards established by the field engineering
bureau of the FCC and supervises the other engineers.

Because modern equipment is more stable than older transmitters, the
FCC in 1972 and 1973 began easing some of its transmitter watch and en-
gineering regulations. The latest regulatory information can be obtained
from the FCC Field Engineering Bureau.

CoNTRrROL ROOM: FUNCTION

A radio station may have more than one control room, depending
upon its size and the number of live programs it produces. It will, however,
have one master control room through which all programs are ultimately
fed. In the small station a single control room may have to function both as
master control and production room. Some stations can broadcast from
several control points, rather than going through master control, and use
such auxiliary areas for back-up purposes in case of failure of equip-
ment in a major control room. All control rooms contain the same basic
pieces of equipment even though their size, quantity and quality may vary.

The average control room contains a control board (console), a mini-
mum of two turntables, tape and cassette recorders, cartridge tape units, and
a jack panel with which to patch in programs from remote sources beyond
the studios. It also includes equipment for monitoring the Emergency Broad-
cast System (EBS). Appropriately located loudspeakers and headphones
enable the operator to monitor what is on the air or being auditioned, to
cue up tapes or records and to receive messages from personnel elsewhere
in the station. If the station is partially or fully automated there are also
racks of appropriate equipment — which are discussed in detail later.

The Console

The control board, also referred to as the console, is a combination of
input-output toggle switches, volume controls and volume indicator meters.
Basic audio control principles remain the same whether a station broad-
casts in monaural, stereo or quad. Rather than memorize the operation of
any particular console, an operator should study the board to locate com-
ponents according to their functions: input, output, monitor or internal
communications.

Source selector toggle switches enable the operator to bring in or send
out anything he wishes to cue, audition or broadcast. Often two different
sources may be controlled by the same toggle switch. Considered “dead” in
its middle position, the switch may be “keyed” to the left to bring in one
source or keyed to the right to bring in a different source. In similar man-
ner, toggle switches may be keyed to determine whether material will be
heard only in the control room through the audition line or keyed to feed
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material to the transmitter through the line marked *“program.” Toggle
switches are also used to activate whichever remote lines the operator needs
to audition or air. (A in Fig. 3) Keying operations should be brisk but con-
trolled. Hitting switches with excessive force may cause internal board
problems or damage a switch.

Any source of audio feed is designated as input, whether the sound is
fed directly into the console through permanent lines or indirectly through
patch cords or remote sources. Studio microphones, turntables, tape re-
corders and cartridge machines are usually wired permanently into the con-
sole and are clearly identified as to channel number and function. Tempo-
rary program sources that can be patched into the board through a jack
panel are usually activated by one of the remote input switches (G in Fig.
3). Sound sources may be aired as individual units or mixed with a com-
bination of live or recorded sounds fed into the console through micro-
phones, records, tapes, network feeds or remotes.

E
MASTER
. F-1 GAIN F=2
' AIR CONTROL b AUDITION
MONITOR G MONITOR
VU VOLUME
VOLUME REMOTE
ou'rgru'g SWITCHES
SEIECTOR

SOURCE
SELECTOR
TOGGLE
SWITCH

Pot #3 Pot #4 Pot #5
]
MONITOR CUE
HEADPHONE HEADPHONE
JACK JACK
F=3 Fey

Fig. 3: S-channel Mono Console

Courtesy of LPB, Inc., Frazer, Pa.
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After the volume level of each input is preset and the material is cued
to start at the proper spot when aired, the operator prepares material for
output on the air by keying the input-output selector to the “Pgm” position
(B in Fig. 3). Selector switches may be located elsewhere on boards differ-
ent from the one used in this illustration. A guide to tight board operation
is to preset as many keys and pots possible immediately after cueing mate-
rial for air. The mnemonic code “PPP” can remind a new operator that in
order to put something on the air and to monitor it he should: (1) Pot up,
(2) throw source selector toggle switch to Program, (3) set monitor output
selector switch to Program.

Volume Control

The act of adjusting the sound level is known as “riding gain,” It is
the constant responsibility of an operator to ride gain aesthetically as well as
to balance it electronically. He or she must not depend upon built-in auto-
matic volume limiting devices to do the job. Gain, or signal-gathering abil-
ity, is controlled by a potentiometer, usually referred to as a “pot.” Volume
controls are also called faders, mixers, attenuators, or pads; they may be
either circular knobs or vertical sliders.

With the knob-style fader, potting clockwise increases volume while
potting counter clockwise reduces gain. All electronic knobs operate on
this principle. Viewing the pot as if it were a clock, the operator airs most
programs between the 12 and 3 o’clock positions. As a rule, any signal
potted below 12 will not have presence and sound potted above 3 may blast.
Potting out one line and immediately fading up another line is referred to
as a “segue” (seg-way). Simultaneously potting one line down and one line
up so that both signals are heard when both pots are at 12 o’clock is known
ag a cross-fade. These operations may occur in musical or special dramatic
productions. Because the opening levels of musical recordings may vary
greatly, music is generally potted in unless an operator has had opportunity
to audition the record or tape and has preset the pot for the proper volume
level. For aesthetic reasons it is preferable to pot out music. On the other
hand, speech should always be Keyed on and off imyorder to prevent the
fading effect which would occur with a slow pot.

The vertical slide fader (Fig. 4) is operated by sliding it up to in-
crease volume and sliding it down to decrease gain. Care must be taken to
assure that slide faders are kept free of dust, cigarette ashes or any other
foreign material which can drop into the fader’s slots and contaminate its
contacts, thus creating a jerky fading operation and uneven volume changes.

Percentage of sound modulation is registered on a VU (volume unit)
meter (D in Fig. 3). A VU meter measures all input and output levels. In
the case of stereo operation there are two VU meters — one for each chan-
nel; quad broadcasting, of course, requires four. An operator is required to
be attentive continually to the percentage modulation indicated on the pro-




Fig. 4: Stereo Console
Courtesy of CCA Electronics Corp., Gloucester City, N.J.

gram VU meter, regardless of other control room duties. As a rule, the
loudest portions of musical selections should peak no higher than 100%
and no lower than 85%. There can be no set rule concerning peaks be-
cause the timbre and type of tone affects the way the VU meter responds.
Usually the more sustained the music or sound — such as a single, pure
violin tone — the higher the VU meter should peak. Because of mechanical
inertia a VU meter’s needle cannot physically move as rapidly as do volume
changes in complex sounds such as speech; therefore a peak of 85% should
be sufficient for the human speaking voice. It must be kept in mind that the
meter registration is only an indication of the average intensity, not an ab-
solute measure. It is for this reason that the audio operator must use his
ear to achieve good balance, presence and signal fidelity.

Distortion of sound results when a signal rides above 100% modula-
tion. Although stations install limiters to cushion overload at the transmis-
sion point, the signal will still go out distorted if it has been overmodulated
at the console. In addition to “bending the needle” and creating a muddy
sound when a signal is aired above 100% modulation on the VU meter,
“riding in the red” illegally increases the coverage area of AM stations but
reduces the maximum coverage area of an FM signal. Because riding gain
improperly at too high a level can create such adverse situations, the FCC
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has regulated that material pcak no lower than 85% and no higher than
100% on negative peaks of frequent occurrence. There are, consequently,
practical, legal and aesthetic reasons for knowing when and how to adjust
volume levels.

The master gain pot (E in Fig. 3) simultaneously controls all other
pots (submixers) in a console. The master gain is set by the chief engineer
to deliver the best possible sound from the console in relation to background
noise and sound fidelity, measured as the signal-to-noise ratio. Under nor-
mal operating conditions the master gain should never be changed. In cer-
tain emergencies, however, such as the necd to pull in a program of low vol-
ume, to tone down an excessively loud input or to compensate for com-
ponent failure in the board, the master gain may be altered. It should be
returned to its original setting as soon as the emergency is over, and all
operators should be alerted to the emergency change since it will affect all
their other potting operations.

All electronic equipment generates heat and needs a certain amount of
ventilation to prevent overheating and premature wear on components. If
a console is designed for top ventilation, operators must be cautioned never
to place on top of the console anything which will reduce the flow of air.
Records placed on hot equipment can warp and plastic tapes can lose their
resiliency.

A stereo console contains the same components as a monaural board
with the exception that two separate channcls are aired at once. In Fig. 4
we see a modern stereo console with slide attenuators. This particular
board can accommodate 10 inputs, switchable to 6 faders for easy multiple
mixing. Notice the separate VU meters for the left and right channels of
the stereo system.

THE CONSOLE OPERATOR

An effective console operator is part artist, part logician and part engi-
neer. Through the audio control board comes the mix of live and recorded
sound, voices and music — all of which blend to create the life of the radio
station, the sound which attracts and keeps listeners. Artistic sound mixing
and aesthetic pacing identify the professional audio operator. The console
operator not only must be manually adept at technical operations, but also
must develop a sensitive ear in order to judge proper balance of sounds and
to originate a signal which creates for the listener the sensation of a live
performance — a quality referred to in broadcasting as “presence.”

As the major human link between studio and transmitter the console
operator performs a variety of roles. As a production coordinator the opera-
tor must plan far ahead to cue up tapes and records, to prepare live talent’s
microphone setups and levels, to air everything at the exact second sched-
uled and to present everything in the correct sequence. In addition, the oper-
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ator must ride gain in a manner that seems natural so that the listener does
not have to adjust the volume on the recciver.

The operator must know FCC rules and regulations pertinent to accu-
rate log keeping, when and how to give station breaks (ID’s) and how often
to log FCC-requircd meter readings. The latest official information on such
matters is always available in the station’s copy of the FCC rules and regula-
tions, usually kept in the office of the chicf enginecr. In the role of producer
the operator at a small station is usually expected to arrange studio furniture
and microphones for live programs, to take talent voice levels and to run
the board during the broadcast. The operator may also be expected to handle
similar responsibilities for local remotes at arca stores, supermarkets, fairs
and other out-of-studio events. In the small or automated station the console
operator may be the only person on duty and, in such circumstances, also
fills a public relations role representing the station when answering the
phone, greeting station visitors, conducting interviews, setting up studios or
speaking on the air. Particularly in the small station, the console operator
functions as a “‘combo” person — simultaneously serving as a disc jockey-
announcer. These duties are analyzed in Chapter 7, Performing.

Finally, it is extremely important that the operator be familiar with all
cquipment in the control room and studios. Knowing that identical models
do not necessarily respond the same clectronically, the operator is careful to
lcarn the idiosyncracies of each picce of equipment, knows which micro-
phone to usc at what time, can transfer sound to tape, and can edit tape both
manually and electronically.

Unions

There are approximately 56 unions affiliated with aspects of broadcast-
ing. Of these, many serve only television personnel. The major unions asso-
ciated with creative aspects of radio and television include the American
Federation of Television and Radio Artists (AFTRA), the American Fed-
eration of Musicians (AFM), the Writers Guilds of America and the Direc-
tors Guild of America. Technically oriented unions with members employed
by networks and stations are the International Brotherhood of Electrical
Workers (IBEW), the National Association of Broadcast Employees and
Technicians (NABET) and the International Alliance of Theatrical Stage
Employces (1ATSE).

AFTRA is the union for live talent and among its members are actors,
announcers, masters of ceremonies, quizmasters, disc jockeys, singers, sports-
casters, reporters and any other others who sing or speak professionally for
radio or television. AFTRA also serves professionals who perform for radio
transcriptions, commercials and phonograph records. Almost all musicians
who play on the air belong to AFM. If a musician also wishes to sing, it may
be necessary also to join AFTRA, SAG or both. The Screen Actors Guild
serves talent appearing in filmed television programs and commercials as
well as members of the motion picture industry.
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IBEW originally organized only radio engineers but expanded to in-
clude additional technical and craft personnel. Approximately 12,000 broad-
cast employees hold membership in IBEW. NABET (AFL-CIO) covers
engineers, technicians and specified nontechnical people, with a membership
of about 8,500. The International Alliance of Theatrical Stage Employees
(TATSE) mainly serves persons working in visual media as electricians,
carpenters, grips, prop handlers and in similar backstage jobs. About 10%
of broadcasting stations employ IATSE members.

At unionized stations only union members may perform certain oper-
ations. The nonunion employee must know what he or she is and is not
permitted to do.

Time

Time is the essential component of broadcasting. Programs and an-
nouncements must be accurate to the second. Network feeds must be joined
on cue, with no dead air and no clipped content. Material must be aired and
logged at the precise times scheduled. In other words, an audio operator
must be a professional “clock watcher.”

Wall-mounted clocks with clearly visible numbers and a large, red
second sweep hand have been standard equipment in virtually all radio
stations. Such clocks should be positioned so that the operator can read the
time accurately from any working position. Originally used as an adjunct to
automated equipment, the 6-digit display clock has been gaining favor in a
number of stations. Available in either 12- or 24-hour modes, digital clocks
may report real time or production time. Some models may be used as a
stop-watch or an elapsed time indicator. Those made especially for produc-
tion may contain the added feature of holding the count when the clock is
reset to 00:00:00. The advantage of 24-hour clocks is that they eliminate
possible confusion between the AM and PM log entries required by the
FCC. Twenty-four hour time is commonly used in scientific work, in Europe
and in the American Armed Forces. With this system the day begins at
midnight (indicated either as 0000 or 2400) and the hours are numbered
0 through 24. The colon is frequently omitted. To illustrate: 6 AM is written
as 0600, 6:42 aM is 0642, 6 pM is 1800, 6:42 pM is 1842, and 10:15:03
is 221503.

Techniques and Procedures

Hand signals. When the operator is responsible for airing live studio
programs he or she needs to know and use standard broadcast hand signals.
These are described in Chapter 6. In order to avoid hitting the mike when
thrusting a hand forward to give talent the “you’re on” signal, it is suggested
that one use the hand farthest from the mike as the cue hand and do all the
board operations with the remaining hand. In this way the operator can
maintain a constant “ready for air” hand signal as well as feel free to make a
definitive hand cue the instant the studio mikes are keyed to the air position.



Studio and Operating Facilities 67

Speaking over music. Announcers must frequently speak over a theme,
fill music or selected background music. The easiest way to assure proper
balance between speech and music is for the console operator to pot the
music down to about 20 and to pot the announcer’s mike at normal voice
level. In this way the music will enhance but neither dominate nor obscure
the message. The decision to use music under speech should be made only
when the music makes an important contribution to the message. Habitual
use of musical background weakens the effectiveness of the technique. Back-
ground music should be instrumental only; a combo-man should never
attempt to speak over a vocal. Listeners want to hear the song and resent
announcers whose chatter overrides the voices of their favorite singers.

If it is station policy to approve use of fill music, the music director
usually selects music to match the mood and style of the various blocks of
programming. Often such music is prerecorded on cartridges for this pur-
pose. Fill music should be instrumental because it may be necessary to pot
the music out before the selection is concluded and it is easier to pot out an
instrumental than a vocal.

Control room etiquette. Control room etiquette, infrequently discussed
in books, contributes to cordial working relationships and prevents distrac-
tions that can cause errors. As a rule, nobody should be in the control room
except the operator. When it is necessary for station personnel to enter the
control room during air time, business should be completed as quietly and
quickly as possible. On such occasions the operator should alert others in
the control room to maintain silence prior to each live announcement by
respectfully but firmly stating, “Hold it!”

Most stations have a firm policy forbidding visitors in the control room
at any time. This not only prevents distractions but also guarantees that
equipment or records are not inadvertently damaged or uncued by interested
but careless guests who might accidentally jostle a cued record, bump and
unseat a turntable arm or dislodge a switch or button. Even the chief engi-
neer should be considerate enough to avoid undue conversation or noise
which may distract the operator.

Before the end of each shift an operator should make certain that log
entrics have been completed accurately and that upcoming tapes, records
and cartridges have bzen cued for the convenience of the next person. Such
courtesies ease the opening of each new shift, prevent mistakes, and help
build team spirit among staff members.

Legal responsibilities. Persons who operate the console for broadcast-
ing must hold and post a valid FCC third class broadcast-endorsed radio-
telephone operator’s license. Although such operators do not need a detailed
knowledge of electronics, they are required to know the basic laws, termi-
nology and operating standards of AM and FM, enter required FCC infor-
mation on logs, calibrate meters and make specified external adjustments to
the transmitting equipment. To obtain this license an operator must pass
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three separate examinations consisting of 20 questions each and referred to
as Elements I, II and IX. Such examinations are given in FCC regional
offices across the country. Study guides are available either from the FCC
or commercial publishers.

REMOTES

Any broadcast which originates outside the studios is termed a remote
and requires special remote equipment and lines. A remote may be as close
as the building next door or as far away as a satellite. Remotes may be
conveyed either by microwave relays which feed special telephone wires
leased from AT&T, or via remote equipment set up at the remote site from
which the program is fed through special telephone wires to the radio sta-
tion’s patch panel. Remotes can also be fed by means of a special voice
coupler or a portable conference telephone, both of which permit the use of
regular telephone lines which are adequate for voice transmission for broad-
cast purposes.

Remote telephone lines of broadcast quality are usually ordered at least
several days in advance of their anticipated use. They are normally checked
out by the station engineer and personnel sent to the remote site to make
certain that all hookups function properly. One bad connection or weak
component can prevent the signal from reaching the studios. If a program is
scheduled to originate at a spot where there is no telephone wire installation,
a remote may be fed by short wave transmission via portable walkie-talkie
units which send the signal to a mobile remote truck which is wired to relay
the remote program to the main studios.

In the control room there is provided for the console operator a set of
run-down sheets containing the order of events, the cues for transferring
control and, sometimes, a checkout system to make certain the lines are
fully operational both ways. During the period just before air time the con-
trol room operator and the remote engineer synchronize levels on both con-
soles so that the VU meters register the same percentage of modulation for
the same sound, usually using “woof” as the test word. Every microphone
at a remote location is tested and identified by a prearranged system, usually
by number so that the console operator can know which voice or event to
expect on each microphone. The final leg of any remote may be brought into
the control room by means of short “patch cords™ which serve the function
of audio extension cords. The double male phone plugs of the cords are in-
serted into the appropriate female jacks in the control room jack panel,
feeding the sound into any of the console’s remote lines chosen by the oper-
ator, who can then either audition or air the program in the same manner as
if it were originating in the studios (Fig. 5). Recently developed equipment
eliminates patch cords by using modular pushbutton units to distribute
signals from or to various sources.



Fig. 5: Jack Panel

Courtesy of Switchcraft, Chicago, lllinois

THE CONTROL ROOM

Monitors

A monitor is a loudspeaker or headphone which enables an operator to
hear what is being cued. auditioned, or broadcast. A monitor has its own
selector switch to permit the operator to choose whatever needs to be heard.
It is important to remember that the monitor volume control never affects
the volume of what is on the air, only what is being heard on the control
room monitor (see F-1 and F-2, Fig. 3). When not cueing or auditioning
material the operator should maintain the monitor in the air setting so as to
audit both the level and content of what is being broadcast. By setting the
monitor pot at approximately one o'clock position the operator should be
able to hear but not be dominated by the broadcast signal. This is particu-
larly important if headphones are used for monitoring rather than loud-
speakers (F-3 and F-4, Fig. 3). Because sound seems much louder through
headphones than it actually is, an operator can misjudge level unless he
coordinates his listening with vigilant observation of the VU meter.

There are occasions when monitors can contribute to feedback. Feed-
back is a howling sound which occurs when the sound which has entered a
microphone exits from a loudspeaker that is close enough to feed the sound
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back into the microphone. In the control room such feedback is prevented
by an automatic cut-off which mutes the control room monitor whenever the
control room microphone is activated. The same device does the same to
studio monitors. Feedback can occur, however, if there is an open studio
microphone near the area of the control room door. In this circumstance
feedback may occur when the control room door is opened, especially if the
loudspeaker monitor volume is potted high. Feedback can also occur in
situations where a remote broadcast originates in a large room which is
equipped with a public address system. If the PA monitor is located behind
the PA microphone, feedback will occur if the PA microphone is potted too
high. To kill feedback the operator should momentarily completely pot out
either the offending microphone or loudspeaker and then raise the gain
cautiously to a lower level.

A third reason why monitor loudspeakers should not be potted at full
volume is that excessive volume can fracture or burn out loudspeaker com-
ponents. Inside a loudspeaker box are two or three cones. The smallest cone,
a “tweeter,” amplifies the high frequency treble tones; the largest cone, a
“woofer,” reproduces the low frequency bass tones. Quality speakers also
contain a dome-type cone to distribute tone in the middle frequency range.
Each cone has its own magnet and voice coil. Excess volume can overheat
the delicate loudspeaker coil that surrounds the magnet, causing the coil
either to drag, burn out or break loose from its cone; a volume overload can
also fracture the cones’ edges.

Internal Communications

Talk-back communication between control room and studio is possible
either through the audition system or a special intercom built into the con-
sole. Some consoles feature a push-to-talk (PTT) button to enable operators
to communicate with the next studio. Shouting can shatter the small loud-
speakers inside the unit and hand signals are preferred.

Disc Recordings and Turntables

Most broadcast discs are intended to be aired at either 45 or 335
revolutions per minute (RPM); older records and transcriptions rotate at
78 RPM. An electrical transcription (ET) is a long-playing disc designed
solely for broadcast purposes and intended to be aired only a few times. It
does not have the durability for long usage, is more subject to damage
through scratches and use of incorrect styli than are standard records and
may also be unable to produce extreme frequency ranges. Transcriptions
may contain complete programs or series of spot announcements and are
usually distributed free by public service or foreign organizations. Most sta-
tions immediately transfer transcribed material to tape or cartridges, partic-
ularly announcements that are scheduled for frequent airing.
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Modern turntables may be either 12 or 16 inches in diameter, with
three-speed selectors conveniently located near the front of the mounted
unit. The platter upon which the discs are placed is dynamically balanced,
propelled by a drive system that produces rapid starts and uniform operating
speed. To prevent rumble, the drive motor is mounted on a separate mount-
ing plate, isolated from the turntable chassis by rubber shock mounts. Pro-
fessional equipment also has neutral positions for the speed selector in order
to prevent the formation of “flats” on the rubber idler wheel during periods
of non-use.

The design of the turntable determines which mode of record cueing
should be used. On some models the entire turntable can be backwound
when the power is off; on other models the turntable remains stationary and
the felt platter cover or the disc moves during backwinding. Attempting to
backwind a turntable not designed for such an operation will damage the
equipment. An operator’s fingers should never touch the grooves of a record,
since the natural oil of the hands can contaminate the grooves and attract
dust which will scratch the groove walls each time a record is played. Hold-
ing the disc by its edges and supporting it, if necessary, by placing the thumb
on the center label, the operator positions the disc upon the platter with the
appropriate side up. Sides may be labeled either 1 and 2, or A and B. Each
album selection is identified by its cut number. If the music to be aired is on
the first side and the fifth cut from the edge, it would be identified as S-1 C-5
on a script. On some consoles a record is cued through the audition line,
with both the source selector switch and the monitor set at “Aud.” If the
console has a separate cue system, the appropriate hardware must be set at
“Cue.”

Cueing. To cue a record, after positioning the appropriate keys and
pots, the operator tries to place the stylus (needle) on the smooth section
before the cut to be aired. A “clunk” sound indicates that the needle has
been improperly placed on the audio portion of the cut. Absence of sound
assures that the stylus is properly located on the silent band between cuts.
At this time the speed selector should be adjusted to conform with the speed
indicated on the record label. With the right hand the operator either spins
the turntable or activates the turntable motor, depending upon the turn-
table’s design. Meanwhile the free left hand should be suspended above the
record in order to stop the disc or turntable as soon as the opening sound is
audible. After the record is stopped the left hand should gently backwind
the disc (keeping fingers clear of grooves) until there is silence. To prevent
wow-in when the record is aired, there should be additional backwinding —
about 1/8 revolution for a 33Y3, 1/4 revolution for a 45, and 1/2 revolu-
tion for a 78 disc. New equipment provides satisfactory starts with only
1/16 revolution.

During the cueing process, where VU meters permit, volume level
should be observed and the pot adjusted accordingly. After the record is
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cued as described, the pot level may be retained and the turntable’s toggle
switch keyed to the air position. The record is ready for air in this mode and
will be broadcast whenever the turntable motor is activated. If, however,
there is no time to audition volume level, the record should be started on the
air with a dead pot and then brought up to the proper volume. If there are
no remote starting buttons for the turntables, the operator should practice
locating the turntable power switch by feel rather than sight, sliding the hand
backward using the edge of the turntable mount as a guide. This technique
enables the operator to start the turntable instantly after presenting a live
announcement from the control room. A technique known as a “slip cue”
can provide a quick and tight method of airing material that occurs within
the middle of a cut. In this method the record is cued as close as possible to
the opening sound and is not backwound after cueing. Prior to airing the
disc, the operator places one finger firmly on the edge of the record, pressing
hard so that the record does not move when the power is turned on, at
which time the turntable but not the record should rotate. Pressure applied
at the outer edge of the record is most effective. At the appropriate time a
quick release of the finger will provide instantaneous sound from the middle
of a cut. Slip cueing demands practice but is a skill worth developing. It is
often necessary in a pseudo-interview — when the operator asks live ques-
tions of a famous personality whose remarks are prerecorded on a disc.

The technique of backtiming enables an operator to coordinate the last
note of a record with the final second of an announcement or program. By
subtracting total running time of the musical cut from the total planned pro-
gram time, the audio operator determines exactly when to begin the record
with a dead pot. Then, when needed, the music can be faded up to the
desired level and held there until the program ends. For example: if a cut
runs 2:13 and the script calls for the final 1:24 of that musical cut to be
heard under the last 1:24 of a 13:30 program, the operator starts the disc
with a dead pot after the program has run 11:17 (13:30 minus 2:13). By
fading up the pot after 12:06 elapsed program time (13:30 minus 1:24)
the audio operator will synchronize music and program to end simultane-
ously.

Styli. The air quality of discs depends greatly upon the type and
treatment of turntables and their component arms, cartridges and styli. Mod-
ern records have sound impressed on the sides of the grooves (laterally)
whereas older records and transcriptions were recorded on the bottom, pro-
ducing a hill-and-dale (vertical) motion. In stereo recordings the left chan-
nel is impressed on the left wall of the groove and the right channel on the
right wall. A stylus (needle) must be flexible, strong, extremely sensitive to
delicate sounds and able to pick up sounds in phase. Stylus weight and thick-
ness are, therefore, critical. A stylus of one mil (1/1,000 inch) is required
for microgroove recordings (335 and 45), but a thicker stylus of either
2.5 or 3 mil is necessary for playing old 78’s. Some pickup tone arms have
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reversible cartridges, flip style. containing several styli of different thick-
nesses for different types of records. Not only must a stylus be the proper
diameter, but it must have the correct angle for high-fidelity reproduction.
Such an angle can be disastrously altered if the stylus is accidentally dropped
on a record or if the tone arm is jostled from its rest.

The stylus is mounted in a phono cartridge set into the tone arm. The
cartridge as well as the stylus follows the tiny zig-zag path of the record
groove and converts mechanical energy to electrical energy. Unless the car-
tridge follows the path of the groove accurately, the original sound will not
be reproduced, in which case “compliance” is said to be poor. The cartridge
should be able to follow the groove yet exert minimum pressure on the rec-
ord. The lighter a cartridge’s tracking weight, the less wear on the record.
Some turntables have anti-skate controls which equalize the pressure on both
walls of a record groove. The predominant type of phono cartridge is mag-
netic, which is more sensitive than the ceramic style cartridge. If a control
room is equipped with magnetic cartridges, these should be protected from
exposure to bulk crasers. Whereas some styli may be removed from the
cartridge, others are a permanent part of the cartridge and, if damaged,
necessitate replacement of the entire cartridge.

Tonearms. Just as important to the production of high fidelity response
is the arm which holds the cartridge and stylus. Unless the arm tracks cor-
rectly, the life of the stylus will be short. In a correct tracking pattern the
stylus is not in full contact with the sound source in the groove of the record.
Because the groove walls of the record must do the major work related to
stylus movement, a heavy stylus assembly can crush through and smooth out
the delicate high-frequency engravings on the soft groove walls. Low track-
ing pressures demand that the design and maintenance of the pickup arm be
devised to critical tolerances. A perfectly balanced arm moves freely in both
vertical and lateral directions and, on a level turntable, should not swing on
its own toward either edge of the record. An arm which is pulled toward the
center spindle as a result of imbalance of forces due to friction between the
stylus tip and the record surface is said to “skate.” An unseated tone arm can
distort the normal glide path of a stylus and place undue pressure on one of
the walls of the record groove. For this reason an operator should never risk
unseating an arm by raising it higher than its operational design permits.
The light weight of modern turntable components result in delicate assem-
blies which are easily damaged.

TAPE RECORDERS

The magnetic tape recorder is an outgrowth of the magnetic wire re-
corders developed during World War II. Three forms of tape recorders are
common at most radio stations: reel-to-reel, cartridge and cassette. Some
stations use a series of decks rather than complete recorders. A tape deck is
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a tape machine which has no built-in power amplifier or loudspeaker of its
own and is intended to be fed into a separate system — in this case, a con-
sole. Using 1/4-inch tape, standard open-reel tape machines are available
in one-, two- and four-track configurations. Multiple track machines with
additional configurations are designed primarily for recording studios rather
than for day-to-day broadcasting. Whereas many open-reel tape recorders
are portable, the most sophisticated are often mounted in permanent racks
in the control room; they may also be mounted in permanent or rolling
consoles for production work.

As seen in Fig. 6, the key components of a tape recorder include: the
supply reel (1) which is positioned on the supply hub (2); the take-up reel
(3), on the take-up hub (4); a tension roller (5) to equalize pressure on
the tape; the erase head (6), record head (7) and playback head (8); a
capstan (9) and a rubber pressure roiler (10) which pushes the tape against
the capstan. The capstan, which is the heart of a tape recorder, is a power-
driven drum that provides consistent speed by handling the changes of ten-
sion from reel to reel. Only its post is visible during operation; the complex
set of drives, clutches, and drags are concealed within the cabinet.

Tape recorder speeds begin at a rate of 15/16 inches per second (ips)
and then double progressively to speeds of 1%, 3%, 7V, 15 and 30 ips. As
specd increases, so does quality. A sound impressed on 30 inches of tape
every second will have more fidelity than a sound compressed into 15/16 of
an inch every second because on the longer segment of tape there is more
magnetic compound to pick up the many frequency vibrations. The standard
speed used for broadcast tapes is 7%2 ips, although with current scientific
strides in miniaturization of electronic components contributing to improved
quality at slower speeds, some stations approve usage of tapes recorded at
3% ips if they were made on a recorder with superior reproducing qualities.
For easier editing, as well as for quality, professional music tape recordings
are prepared and aired at 15 ips and master tapes in recording studios at
30 ips.
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Fig. 6: Key Components and Threading Pattern of a Tape Recorder
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Fig. 7: Sketch of a Two-Channel, Four-Track Tape Recorder Information Flow.

The recording process. The process of recording is the impressing of
magnetic variations of sound upon the iron oxide side of a tape. Carefully
milled particles of iron oxide are suspended in a resin binder and applied to
one side of plastic recording tape. Each minute speck of iron oxide is made up
of many small magnets in the shape of needles. The recording head, which
is a strong electro-magnet, pulls all the magnets into a sound pattern without
disturbing the oxide itself. A weak sound impresses a weak current, which
lines up only a few magnetic needles. A strong volume creates strong cur-
rents which line up all the magnets and produce a quality signal. Monitoring
the VU meter on the tape recorder is just as important as monitoring the
volume indicator on a console. Ideally, the tape recorder should have a VU
meter synchronized with the one on the console. During the recording proc-
ess, even if the sound passes through the console, the final gain should be
controlled on the tape recorder. The current in the erase head is stronger
than the current in the recording head; consequently, it rearranges the nice
pattern imposed by sound and scrambles the tiny magnetic needles into
random polar patterns found on new, unrecorded tape.

Tracks and channels. There is an important distinction between chan-
nels and tracks. A channel is a single, complete through-path, as from a
microphone to a loudspeaker. A track is the information impressed on a
tape from one channel of information. Only one track can be made at one
time, from one input. The more tracks that are impressed on one tape, the
narrower the width of each track. If a one-channel tape recorder has two
tracks, each track will take up slightly less than half the width of the tape.
If a one-channel machine has four tracks, each track is proportionately nar-
rower since all four tracks, plus guard bands, must fit on the 1/4-inch width
of standard recording tape.

Fig. 7 illustrates the arrangement of a two-channel (stereo), four-track
recording head. Notice that each channel has two tracks; track 1 is recorded
during the first run of tape, left to right. If the tape is not rewound but is
removed from the takeup hub and placed on the supply hub, it then will
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record on track 2, left to right. For a stereo operation both #1 tracks then
both #2 tracks, are recorded simultaneously, through two microphones.
The fewer the number of tracks, the easier a tape is to edit. The sound
quality is also richer because a full track recording is able to contain twice
as many magnetic elements as a half track. Editing may be performed either
manually or electronically.

Operation techniques. Open-reel tapes should be handled by the hub,
not the flanges, and the flanges should ncver be squeezed, especially when
they are being mounted on the hub. Reel edge damage can wrinkle tape as
well as lead to tape contamination. Just as when handling records, an oper-
ator should avoid contaminating either the front or back of the tape with
fingerprints. Dirt deposits attracted by body oil not only transfer to the next
wrap on the reel, but can also spread oil and contamination to the tape re-
corder heads and guides, thus depositing abrasive material on other tapes.
Each such deposit appears as a sound dropout when the tape is run.

The tape should be threaded according to instructions that accompany
the particular model. It is advisable to permit a foot or more of tape to feed
on to the take-up reel before starting to record. In case of accidental break-
age during a fast rewind, no sound will be lost. As a protection against acci-
dental erasure some tape transports require that the “record” and “play”
buttons be pressed simultaneously in order to record. With such equipment
both buttons should be pressed with cqual intensity, not jabbed haphazardly.
If only one of the two buttons remains depressed. no recording will occur.
In order to avoid jamming high speed equipment, it is good practice to acti-
vate the “stop” button between every operation. This is particularly impor-
tant between the “fast forward” and “fast rewind” operations. Some tape
transports have lifters that automatically pull tape away from recorder heads
during “fast forward” and “fast rewind.” If equipment does not have lifters,
volume should be lowcred during these fast modes, otherwise the very high
frequencics which result from fast tape speeds can ruin a tweeter speaker.

Even when using tapes of identical recl size there are constant tension
changes as the tape feeds during playing. As mentioned previously. the job
of the capstan is to equalize such tension. When using recls of mixed size,
such as feeding a 5-inch reel to a 7-inch recl, tension changes are even more
drastic. If the tape transport is not equipped with tension equalizers which
can be set to compensate for uncqual reel sizes, an operator should try to
use reels of similar size.

In order to prescrve full frequency response, good tape recorder heads
are designed with an cxceptionally small gap tolerance to handle high fre-
quencies. Abrasive action by unlubricated tapes cause tape heads to wear;
several mils of wear can open the tiny head gap by a few thousandths of an
inch and cut frequency response as much as a full octave. Better tapes have
a lubricant such as silicone impregnated throughout the oxide in order to
decrease the clogs which may form in the gaps as tape passes over them.
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To maintain clean magnetic tape recorder heads and to sustain a signal of
high fidelity, it is recommended that heads be cleaned after every 10 hours
of use with a cotton swab and cleaning liquid designed for the purpose.
Regular demagnetizing of tape heads with special equipment protects tapes
from partial erasures or noise insertions which can be caused by magnetic
deposits on the heads.

When recording from a microphone that is more than 30 feet from the
tape recorder, it is advisable to use low impedance cable. This will reduce
the possibility of hum pickup by the cable from power lines, electric lights
in the room or even the tape recorder’s own motors and transformers. Pro-
fessional microphones are usually low impedance and therefore more sen-
sitive. The impedance of the microphone and cable should match, otherwise
a poor signal will result.

Use of a form such as
that in Fig. 8 helps identify
the content and routing of a

PLACE INSIDE BOX ON TOP OF TAPE
THIS SIDE FACING UP

tape and provides opening Tape #____ Side # Speed ____
and closing cues for the Date to be aired Time to be aired
operator.
Length: Minutes Secs.
RECORDED ON:
Ampex Wollensak
Left to right Right to left
Full track Half track
Monaural Stereo
Other

Program or event taped

Person or persons on tape

Cpening Words

Closing Words

Recorded by

Date Recorded

Remarks or instructions about airing:

DISPOSITION OF TAPE AFTER AIRING:
Permanent hold

Temporary hold
Erase

Fig. 8: Tape Recording Information Route to
and Disposition Form.
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Tapes. First quality tapes never lose tonal quality, even if played thou-
sands of times, unless they are played on equipment that impresses addi-
tional, unwanted noises on them. “Economy” tapes may contain “clumps”
of magnetic needles that can accelerate head wear, degrade high-frequency
response, appear on the tape as noise and prevent some sound from being
recorded. A warped tape may wander up and down on the recorder head;
a super-thin tape may stretch and alter the sound or length of a program.

Tapes vary in types of base, thickness. coating emulsions and length.
Manufactured with acetate or polyester plastic bases, tapes may be .5, 1.0
or 1.5 mil thick. The thicker the tape. the more durable; therefore, profes-
sionals prefer to use 1.5 mil tape for standard usage. Acetate-base tape
becomes brittle and may break more often than does polyester. It breaks
clean, however, and can be spliced easily. Polyester base tape is preferred
for long term storage because it is immune to temperature extremes and
humidity and will not dry out or become brittle as it ages.

A 7-inch reel of 1.5 mil tape will hold 1,200 feet of tape and provide
30 minutes of playing time at a speed of 7%2 ips. The same size reel will
hold 1,800 feet of 1 mil tape (extended play) or 2,400 feet of .5 mil tape
(double play) with comparative extended playing times. At a speed of 3%
ips the 7-inch reel of 1.5 mil tape provides 60 minutes of playing time; 1%
ips on the same tape provides 120 playing minutes. Thinner tapes, while
holding more program material, are also more likely to stretch and to de-
velop a condition known as “print through” in which sound from one layer
leaks through the thin plastic and impresses its sound on the next layer of
iron oxide, creating a magnetic “echo” which usually cannot be removed.
If discovered quickly, “print through” may be diminished by the playing of
the tape several times. Storing tapes with the tail out also helps prevent this
condition because, if leakage should occur, it then occurs as post-print which
is less troublesome than pre-print, since it may be masked by the original
signal.

Tape storage. Tape should be stored at room temperature, in metal
cans sealed with pressure-sensitive tape or in an area where humidity is
controlled to between 40-60% . Tape stored in temperatures above 80 de-
grees may become brittle as a result of evaporation of the plasticizing agents.
Such tape might be restored for limited playback if it is placed in a closed
vessel with a wet sponge for 24 hours, avoiding direct contact between the
tape and sponge. Unboxed reels of tape are stored best on their edges;
boxed tapes may be stored flat on individual shelves. Stacking unboxed
reels on top of one another can warp them for further use. Tape also be-
comes distorted if it is wound too loosely or too tight. A tight wind can
stretch the tape’s edge because the edges are exposed to humidity while the
center is not. A loosely wound tape contains space between winds, will
crinkle in storage and will not feed back with even tension when placed on
a playback unit. Tapes should be kept in boxes to protect them from dust
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Fig. 9: Drawing of an NAB type A Standard Cartridge.

and physical damage. Tapes should not be stored near sources of strong
magnetism, because stray magnetic fields can partially erase or impress
themselves upon the sound. Three inches distance from most magnetic
sources affords adequate protection; the distance, however, from powerful
demagnetizers or motors should be at least several feet.

Cartridge Recorders

A cartridge tape is a continuous loop of tape of specified length, sealed
in a plastic cartridge in a manner so that the operator’s hands never touch
the tape itself (Fig. 9). Because of its loop design, a cartridge tape only
feeds forward and has no rewind mode. Some recently designed cartridges
can be loaded on standard open-reel tape recorders as well as placed in
commercial cartridge loaders. There are a variety of cartridge tape ma-
chines. Some only play back; some only record; others can perform both
functions and can even duplicate themselves on a “slave” cartridge machine.
Cartridge decks can be rack-mounted (Fig. 10) or stacked on top of one
another. Older models handle cartridges up to 5 minutes in length; new
equipment accepts cartridges ranging from a few seconds long up to pro-
grams of 102, 16 and 31 minutes.

Cartridge tapes offer partial or full automation and are the heart of
many automated systems — often supplemented with automated reel-to-
reel equipment. Because a cartridge requires no hand threading and is self-
cueing it is especially useful for the “panic periods” of multiple short an-
nouncements which occur between programs and during station breaks. All
that is required is that the operator activate the start button. At the conclu-



Fig. 10: Rack-Mounted Tape Cartridge System.
A basic system. Criterion 80 serics., monaural. Combination record/play-
back. monaural or sterco modecls interchangeable.

Courtesy of Gates Radio Company

sion of the announcement or program, the cartridge continues to run silently
until it cues itsclf up for the next message and then it automatically stops
itself. Such cueing is done by means of a 1 KHz “stop™ tone which is auto-
matically impressed on the tape at the time the message is recorded. Some
cartridge tape recorders also can impress a second cue tone (200 Hz) for
“end of message” switching which will automatically start another machine.
In addition, a third random cue tone (5 KHz) can be incorporated into
some systems to activate additional equipment such as slide projectors and
similar devices.

Cartridges arc an advantage for airing a sequence of short station
breaks. A series of seven 10-second ID’s can be recorded on one 70-second
cart and played in sequence. The same procedure can be utilized to handle
a package of rotated commercials for the same client. If cartridges of un-
usual length are needed or if the tape in old cartridges is worn out and
needs replacement, cartridges can be rewound on a special tape-cartridge
winder. This is usually done by the station engineers, manufacturers or
firms which provide special services to broadcasters. There is no erase head
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in some cartridge machines and the operator must use a bulk demagnetizer
to remove an old recording from a cart before he can again record on that
cartridge.

Premature activation of the “stop” button after a cartridge has been
aired will prevent it from cueing itself up. There is no need to utilize this
button during normal playback operations. Cartridges should be handled
gently, not only because the plastic might break if a cart is dropped, but
especially because such a jolt could unseat the tape alignment guide which
controls the tape angle necessary to keep the machine in phase.

Many stations utilize color-coded labels to identify whether the re-
corded material is commercial, sustaining, promotional, a special feature or
a station ID. Color-coding not only cuts down possible board errors, but
also provides a double check on spots and programs for traffic, sales and
program departments. Information that can be written on the labels includes
the start and expiration date of each message, the title of the program or
name of the client, and the identification number by which it is referred to
on the log.

Cassceutes. Cassettes are smaller, differently designed versions of cart-
ridge tapes, consisting of two spools of ¥8-inch width magnetic tape sealed
in plastic housings. They can be rewound; cartridges cannot be. Originally
geared for the home audiophile, because of their small size and light weight
cassette tape recorders were found useful by broadcast journalists who
use them in the field for actualities, interviews and note-making. As pro-
gram sources cassettes may be transferred to tape and edited before airing,
or patched directly into the console. In emergencies or to meet deadlines,
operators have been known to air cassettes simply by playing them on their
own recorders through an open microphone suspended a few inches above
the cassette player.

The standard cassette speed of 178 ips, normally considered unsatis-
factory for air use, has become acceptable through improved equipment.
New model cassette recorders can accommodate a speed of 3% ips. Some
recent cassettc machines exhibit frequency response capable of handling
tones evenly over the cntire musical spectrum. The slower speed of cassette
recordings does permit a high level of background hiss. Addition of noise-
reduction systems such as the Dolby or ANRS help repress the natural
noisiness found in tape and the circuitry of its recording equipment in
order to produce a signal of broadcast quality. The many varieties of tape
used in cassettes can be classified into two basic groups — the brown or
dark-grey iron-oxide type and the blue chromium-dioxide class. Although
the chromium-dioxide tape has the potential to provide better performance,
much depends on the specific cassette deck. Chromium-dioxide tape can be
used only on machines which have special bias switches. A cassette tape
recorder’s characteristics will determine which type of tape will provide
most satisfactory results.
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A major deterrent to expanded use of cassettes in broadcasting is the
absence of control room hardware to accommodate cassettes on a profes-
sional scale — a role currently being filled by the cartridge tape. The gap
is narrowing. Some cassette tape recorders are presently designed to handle
three different cue tones in accordance with the standards established by
the National Association of Broadcasters Engineering Department, which
sets up specifications for all kinds of tapes and tape-recording equipment.

THE STUDIO

Microphones

Microphones have come a long way from the time when they were
often wrapped in asbestos or cooled with water so as not to singe the lips
of performers who got too close!

At small stations the console operator is frequently expected to set up
equipment for studio interviews, discussions and taping sessions. He must,
therefore, be familiar with microphone types, capabilities and patterns as
well as fundamental studio acoustics. A properly-equipped radio station
will have several types of microphones, each with its advantages and dis-
advantages. Basic microphone pickup patterns and their configurations are
as follows:

PATTERN CONE OF
CONFIGURATION ACCEPTANCE BEST USES
Unidirectional M <5" Llve Announcing, narration,
tight instrumental and
Dead vocal pickup

Bidirectional 100 Lit;>m 00" Iive Across-the-table interview,
Dead two facing music sources

Cmnidirectional Remotes, news, sports,
5 hand held, interviews,

360 lLive large music group
Cardioid M f‘? Uve snnouncing, narration,

desk microphone for talk
shows (avoids monitor feed-
back and unwanted audience
noise)

Shotgun M Qve Picking up sound from long
distance
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There are many variations and combinations of the preceding funda-
mental patterns as well as different degrees of microphone response. Some
mikes have a screw at the base (or side) with which the pickup pattern
may be changed. A number of microphone models contain a response selec-
tor switch in order to provide selectivity of high or bass frequencies. A
“push-to-cough” button is available on some models. The more directional
the pattern, the less chance there is of unwanted background noise. Car-
dioid microphones are especially good in preventing feedback in a broadcast
setting where a large audience and a public address system are potential
sources of feedback.

Microphones are also classified within their types as to how and where
they are to be used: for music or speech, for close or distant pickups, wired
or wireless, stand-mounted, held in the hand, worn around the neck.
Broadcast-quality microphones are classified too, according to the type of
internal construction which affects their response to particular kinds of
sounds. Of the five fundamental types, only three are used in broadcasting:
the dynamic, velocity, and condenser. (Fig. 11.) Unacceptable for broad-
casting because of their high impedance and limited frequency response are
the piezoelectric (crystal and ceramic) and carbon types.

Dynamic microphones. The most rugged and most used is the dynamic
microphone, which operates on sound pressure and is noted for its bright,
articulate quality. In response to sound pressure the motion of the dia-
phragm in the dynamic microphone causes a small coil (sometimes a
straight conductor) to move back and forth in the field created by the mag-
net surrounding the diaphragm. Open to free air pressure on only one side,
the diaphragm is moved by the difference in internal pressure between the
front and rear of the microphone (Fig. 11a).

These microphones are constructed with one or a combination of all
pickup patterns. The “shotgun” microphone, used to select sound from
distant sources, is a class of dynamic microphone with a super-cardioid
pattern and a more limited directional pattern than the usual cardioid. The
dynamic microphone is a favorite choice for use on remotes because it is
less likely to pick up outdoor wind noises or the sound of heavy breathing.
Older model dynamics are susceptible to excessive “s” (sibilance) and “p”
(plosive) sounds and tend to “pop” when performers’ speech contain such
phonations. New dynamics, however, have been designed to eliminate the
popping problem. In addition, microphones intended for outdoor use are
provided with foam rubber wind screens which can be slipped on the micro-
phone at breezy locations to cut down wind noise. If no wind screen is
handy, a handkerchief or even a foot sock will suffice!

When used indoors, the dynamic microphone is most effective in a
quiet studio which has good reverberation. If worked too close, however, it
will provide a thin quality. This may also occur if the studio acoustics are
too live. The dynamic microphone is favorable to heavy voices because it
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Fig. 11a: Dynamic Omnidirectional Fig. 11b: Variable-Directivity Con-
Microphone. denser Microphone SONY C-37P.
Electro-Voice RE 50 “Noiseless Courtesy of Superscope

Hand & Stand.” For vocals, inter-
views, instruments and recording.
Courtesy of Electro-Voice

screens out some of the muddy low tones and brings out the high frequen-
cies in the voice. Although they are normally used for speech, better quality
dynamic microphones are also used for music.

Condenser Microphone. The condenser microphone is a type of dy-
namic microphone because it is activated by pressure, but it contains a dif-
ferent and more sensitive type of device. A tiny piece of mylar film stretched
over a solid backplate, with an air space separating the two, forms a varia-
ble capacitor inside the microphone. In fact, condenser is the old name for
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capacitor. Sound waves hitting the mylar cause it to move toward and away
from the backplate, thus changing the capacitance and causing the electri-
cal signal which is amplified for distribution. Condenser microphones are
manufactured with any one of the possible directional characteristics or
may have four switchable patterns built into one: omnidirectional, bidirec-
tional, cardioid and super-cardioid (Fig. 11b).

Noted for their extremely wide and smooth high frequency response
as well as low noise level, condenser microphones are most frequently used
for high-quality studio and recording work. In the past they were confined
to studio usage because they needed a bulky power-supply box and cable
to supply the high voltage power needed to polarize the diaphragm. A
vacuum tube built into the microphone also added to its cumbersomeness
and fragility. Ways of eliminating the inconvenience of the separate and
expensive power supplies have been achieved through use of small transis-
tors to replace the vacuum tube and dry batteries to replace the power
supply box. Some modern condensers use penlight batteries; others use
batteries which provide over a year’s power. Such technological advances
have enabled the condenser microphone to move beyond the confines of
the studio and to be used for purposes demanding an extremely responsive
instrument (Fig. 11¢).

Fig. llc: High Directivity Short
Shotgun Condenser Microphone
Model CK-8.
Courtesy of AKG Products,
North American Philips Corp.
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Velocity microphone. The principal component of the velocity micro-
phone is a corrugated aluminum ribbon suspended between the poles of a
powerful horseshoe magnet. The velocity (speed) of the sound entering the
microphone moves the ribbon which vibrates within its magnetic field to a
very faithful reproduction of the original sound. Its full range of sensitivity
and its ability to produce a warm, mellow quality make the velocity the
preferred instrument for music pickups.

Because of the delicate nature of its internal “ribbon,” the velocity
microphone is extremely sensitive to shock or sudden gusts of wind. Even

Fig. 11d: Velocity Bidirectional Mi- Fig. lle: Velocity Unidirectional
crophone Model 300, symmetrical Microphone SM33 super cardioid
front and rear pickup. ribbon microphone. Polar pattern is

Courtesy of Shure Brothers, Inc. more directional than conventional

cardioid. Rejects background noise
extremely well.
Courtesy of Shure Brothers, Inc.
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a close, loud cough can damage the component. It is, however, less likely
to pick up sibilants and plosives and should be used by performers with
such speech problems. The normal working distance from a velocity micro-
phone should be two feet, in a very quiet studio. Performers who wish their
voices to sound richer or lower choose the velocity microphone. The closer
one is to a velocity microphone, the more the bass frequencies will be
emphasized.

Although generally bidirectional, in a figure 8 pattern, a velocity micro-
phone may be directional or contain a switch which provides a variety of
pickup patterns and cones of acceptance. A performer must be careful not
to address the dead “beam” sides of a bidirectional microphone unless at-
tempting a distant off-mike effect for dramatic value. A recently developed
velocity microphone (Fig. 11e) has a super cardioid pattern and is lighter
in weight than the usual velocity microphone which, because of its large
magnet, has been the heaviest of the microphone types and had to be stand
mounted.

Wireless microphones. Wireless microphones, designed for use where
presence of cords or lack of electricity would impede production, are car-
dioid dynamic types. They operate through a built-in transmitter which can
be picked up a short distance away by any good tuner and then patched to
the broadcast control point.

Lavalier microphones. Although originally designed for television us-
age, small lavalier microphones which hang around the performer’s neck
have also proved useful in radio, especially when airing a program which
involves many people in a large room. These small dynamics, which may
be either omnidirectional or cardioid, usually contain a built-in response
which compensates for the slightly “‘off mike” location and enables them to
respond without “chestboom.”

Additional features. Some microphones may contain built-in blast fil-
ters to reduce possible damage from gun blasts and other violent noises
likely to occur in dramatic presentations. For personnel who ‘“‘chew the
mike” there are external *“pop” filters. Microphone stands come in many
shapes and sizes. They may be of standard or anti-shock design; they may
be floor booms on rolling wheels, vertical stands, or rigid or flexible desk
stands. Shock-mounted stands help to isolate the microphone from spurious,
unwanted noises; some microphones themselves contain shock mounts,
especially necessary in hand-held equipment.

Acoustics

Studio shape, height, wall treatment, size, floor coverings and furniture
affect microphone response. Walls with smooth, hard surfaces are con-
sidered “live” because sound bounces off them and continues to travel. An
acoustically treated wall will absorb sound to some degree and/or refract it
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to prevent excessive reverberation. Acoustically absorbent materials include
draperies with a thick pile, wall tile designed to absorb sound and shag-type
rugs hung on the wall. The composition of a fabric determines whether it
will absorb or reflect sound. For example, certain high-density polyester
rugs will not absorb sound; on the contrary, they will increase the live quality
of a studio. Felt is often used on table tops to deaden sound.

Untreated parallel walls are most likely to create acoustical problems
and some studio designers break up the shape of one or more walls with an-
gular or round projections which prevent some of the sound from bouncing
around the room and back into the microphone. The ideal studio has some
live and some dead walls, seeking to provide proper reverberation while
avoiding unnatural echoes.

Placement of Microphones and Performers

The general rule for setting up a studio for a large number of people
or instruments is to use as few microphones as possible. Although this re-
quires more audition time during the rehearsal, the advantage which results
is a more natural sound and affords less chance of “spill-over” from one
microphone to another. For example, one good omnidirectional microphone
is satisfactory to cover four or five people seated around a small table. If
more than one microphone is necessary, the second microphone and persons
using it should be as far as possible from the first group so that the opera-
tor can isolate and control the individual microphones with their individual
pots. If performers have voices of varying strengths, those with light voices
should be grouped as close as possible around one microphone while those
with stronger voices should be grouped farther away.

Unnatural echoes and reverberation can be caused by many things, in-
cluding low voices, performers and microphone being too close to the glass
window partitioning the studio from the control room, and a hard, glossy
table top. Felt table coverings help control these reverberations and those
that occur if a performer/guest drums nervously on the table or tries to slide
the mike across the table to another speaker. In a makeshift studio, as may
be necessary at remote sites such as department store windows, poor acous-
tics can be partially overcome by the hanging of sound-absorbent curtains
on rods suspended by cup hooks, or by placement of folding screens cov-
ered by thickly napped fabric (a gobo board).

Some announce booths are so small that incorrect microphone place-
ment can create problems. To cure the barrel effect which can occur if a
microphone is too close to the studio wall, suspend the microphone a few
feet over the announcer’s head rather than attach it to a desk stand. To pick
up the performance of a large musical group such as a choir or orchestra,
one good omnidirectional microphone hung about 12 feet above the center
of the group will produce fine results. To record stage presentations of a
dramatic nature, placing the microphone just a fraction of an inch above the
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floor will minimize the hollow sound caused by floor reflections. Special
microphone stands are manufactured for this purpose. Since there are so
many variables affecting microphone response, an operator experiencing
difficulty should experiment with microphone locations, height, angle, and
distance — or, try a different microphone.

TECHNICAL MAINTENANCE AND REPAIR

The efficient audio person should be able to perform a number of
practical operational and maintainance functions.

Microphone Cables and Connectors

Microphone cables contain delicate internal wires. A cord that has
been stepped on might break down at the most inopportune time. If cords
must be on the floor during a performance, they should be arranged so that
they are not in the path of foot traffic. Cable damage also occurs when a
cable connector is incorrectly disengaged from its mated plug or a wall re-
ceptacle. Cables should be detached only by means of depressing the lock
switch on the connector; the wire itself should never be pulled. Some station
engineers permit only engineering personnel to handle microphones and
related cables.

Improper coiling is an additional source of cable damage. To coil a
cord properly, start at the attached end. Holding the left edge of the cable
with the left hand, use finger and wrist motions of the right hand to shape
the coils in a clockwise manner. The longer the wire, the larger the coils in
order to prevent kinking when the cable is later extended. Since cables tend
to retain their curves, it is easier to match existing curves than to create new
ones. Coiled cables should be hung on appropriate hooks, either on the
microphone stand or on the wall.

Other victims of cable abuse are headphones, particularly those in-
tended for stereo. When adjusting ‘“‘cans” on his or her head, an operator
should be cautious in bending the delicate wires feeding into each earpiece.
Hastily tossing *‘phones” on the console at the end of a shift or dropping
them on the floor can shock and demagnetize the magnet in the equip-
ment. To unplug a headphone, the operator should grasp the plastic sleeve
of the phono plug — never the wire itself.

Erasing Tapes and Cartridges

Large magnetic erasers, called degaussers, are standard equipment
wherever tape recordings are made. Although each tape recorder contains
its own erase head which automatically “cleans” a tape of sound before ac-
cepting a new signal, an audio operator can be sure of working with an
unrecorded tape by removing all old signals with the aid of a bulk magnetic
eraser. The eraser, a large electromagnet, demagnetizes the tape by return-
ing the microscopic polarizations in the tape to a scrambled, random, sound-
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less state. Degaussers erase cartridges, reel-to-reel tapes, magnetic film
sound strips as well as demagnetize record and playback heads of tape re-
corders, tools, surfaces and instruments that have been magnetized. They
are designed in a variety of strengths and sizes and may be either hand-held
or table-top models. Bulk erasing before recording is particularly necessary
if a tape was previously recorded on a machine with a different number of
tracks than the one to be used for the new recording. For example, the erase
heads of a four-track recorder would not be able to erase all the signal pre-
viously impressed by a two-track recorder because track locations and guard
spaces between heads on the two machines would not be fully compatible.

Operating instructions, which are printed on each degausser, must be
followed explicitly as to sequence of events and the number of seconds nec-
essary to erase each side. On all models it is important to activate the power
switch before the tape is placed on the degausser — otherwise the sudden
surge of energy may impress a loud, unerasable sound on the tape. After
the power is on, the tape should be rotated slowly within the degausser’s
magnetic field for the recommended length of time. Then, with power still
on, the tape should be withdrawn from the field. Only then should the
power button be released. To prevent the possibility of fire from an over-
heated degausser as well as to provide the operator with complete control,
the power button of most degaussers is designed so that the operator must
continually exert manual pressure to hold it down during the erasing pro-
cess. When not in use, degaussers should be stored in a semi-protected area
so that the power button cannot be accidentally activated by somebody’s
placing a book or other item on top of the unit. Powerful degaussers should
be operated a reasonable distance from any equipment which contains mag-
nets; the degausser might otherwise accidentally demagnetize components
in microphones, headphones, loudspeakers, tone-arm cartridges and tapes.
When working with a hand-held degausser, an operator will find it more
convenient to hold the heavy unit in a stationary position and to move the
item to be erased.

Splicing Tape

Correct splicing of audio tape is an art. A good production person not
only knows how to isolate and remove (or switch) sound, but also knows
how to cut the tape and splice it in a manner which will maintain full tape
strength as well as avoid overlaps of sticky adhesive which later can cause
magnetic tape to jump or to break at the site of the splice. Because the
sound is on the dull side of the tape, the tape should be spliced only on the
shiny side, using a pressure-sensitive type designed especially for the pur-
pose. Transparent mending tape or masking tape should never be used be-
cause their adhesive softens under operating conditions and contaminates
adjacent layers of recording tape. Use splicing tape of a width slightly less
than that of the tape to be mended. This eliminates the need to trim and
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the danger of edge overlap. Standard 1/4-inch audio tape, therefore, is
spliced best with 7/32-inch splicing tape. Units designed to hold and trim
tape during splicing are useful, but not necessary. Some models contain
their own cutting blades, others have slots to guide razor blades. A disad-
vantage of the former type is that the blades soon become dull. Satisfactory
hand splices can be made with a good pair of scissors and a steady hand.

To splice, first identify exactly what you wish to add or remove from a
recording. If you can physically see the tape playback head, you can locate
the cutting area more precisely; if not, rock the tape back and forth (in free
edit mode) until you can identify what precedes and follows the section you
wish to delete. Then, with razor or china marking pencil, cut or mark that
spot. (Although aiding visual identification, china marking pencils can clog
tape heads if used excessively because the marking rubs off during the run-
ning of the tape.) After removing the unwanted material with a vertical cut,
overlap the two edges of the tape to be rejoined by approximately 1/2 inch;
then cut an angle. This will provide two matching pieces which will join
perfectly. An angle cut is stronger than a vertical cut and is less likely to
be audibly noticcable when the splice is completed. Abut the two angled
cdges on a flat surface or in a tape guide. Apply the splicing tape to one side
at a time, trying to avoid touching the adhesive portion because finger oil
can causc small bubbles and weaken the contact. Rub out any such bubbles
with a fingernail or with the handle of the scissors. A 3/4-inch length of
splicing tape is sufficient for a satisfactory splice.

Should the splicing tape be wider than the recording tape, the extra
width must be removed to prevent its contaminating other edges of audio
tape with adhesive. A long, gentle curve, no deeper than 1/16-inch on both
sides, will achieve this. If scissors are used, the middle portion will produce
a more satisfactory result than will the points of the instrument. Illustra-
tions of this technique are printed on boxes of quality audio tape. A good
splice is not visually noticeable on the audio side of the recording tape. A
poor splice can cause audio tape to stick in the feed roll of the tape player
and to break. Cutting of tape should not be performed directly above a
tape recorder or other equipment with openings because the small particles
can fall inside and cause equipment malfunctions. Timed leader tape spliced
to the opening portion of the recording makes visual cueing easier as well
as prevents possible loss of the first portion of a program by breakage
caused by fast rewinding. Timed leader tape is also used between segmented
parts of a recording when it is necessary to have a specified number of sec-
onds of silence between recorded events.

There are also electronic methods of editing, including erasing a por-
tion of tape by running it through the record mode with the pot dead and
then recording over that segment of tape, transferring desired portions of
audio by recording only those sections on a different tape, and using pause
control to eliminate unwanted content during the original recording process
without having to take the tape recorder out of the record setting.
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LOGGING

A log is any record of an action completed, whether technical or non-
technical. In broadcasting there are three types of logs which must be kept
current: the maintenance log, kept by the engineer in charge; the operating
log, kept either by the first class transmitter engineer or the console opera-
tor with a third class, FCC broadcast endorsed license; and the program
log, kept either by the operator on duty in the control room or by the trans-
mitter control engineer. Although logging has usually been done by hand
or typewriter, computer advancements have introduced equipment which
enables a station to handle all its required logging through automated systems.

There are technical and managerial reasons for log keeping. The FCC
requires a log to verify that stations operate within the technical specifica-
tions established in their licenses, not intruding upon the signal of another
station. Maintenance and operating logs serve this purpose. Program logs
list the names and types of every program and announcement broadcast, in-
cluding sponsors of commercial segments or donors who provide programs
or expenses of program production for noncommercial educational FM sta-
tions. The log must be divided into hourly segments and indicate the exact
starting and concluding time of each program. Although it is not required
to enter the starting and concluding time of each announcement, many sta-
tions choose to do so for purposes of record keeping. Although program
logs are prepared primarily to satisfy FCC requirements, they are also of
value to station management. All logs must be retained for at least two
years, and portions of program logs are necessary as evidence of program-
ming performance-vs-promise at license renewal time.

Keeping the program log is often the duty of the console operator, who
must be fully knowledgeable of how and when to make entries. Prepared in
advance of air time, the program log is assembled in the traffic department
in cooperation with the program and sales departments. The program log
acts as a schedule, informing the operator what to air, and also serves as a
form of verification of how closely the day’s broadcasting conformed to the
prepared log. The FCC requires stations to identify and log programs ac-
cording to eight main types, plus three sub-categories. Entries also indicate
whether a program’s origination was local, network, or recorded. The FCC
log legends are usually printed on every page of a program log. (See Fig
12.)

Fig. 12: Courtesy of National Association of Broadcasters
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Every program must be identified in one of the main categories. Such
information enables a station to determine the percentage of program types
it airs. A program may be further identified in a sub-category. For exam-
ple, a news program with an editorial viewpoint would be logged as N
EDIT. There is a difference between the terms “Instructional” and “Edu-
cational.” The former refers to programs produced to teach a specific sub-
ject or skill and is either part of required in-school listening or is offered for
course credit. An “educational” program may consist of non-formal en-
richment or appreciation material, such as a discussion.

Program source identification and explanation is coded as follows:

L  — Local program employing live talent more than 50% of the time
and originated or produced by the local station.

NET — Any direct or delayed broadcast originated by a national, regional,
special or tape network. Each must be identified according to net-
work (i.e. ABC, CBS, NBC, MBS, etc.).

REC — A recorded program not otherwise defined above. Includes record-
ings, transcriptions, tapes and disc jockey programs consisting
mainly of recordings.

Commercial continuity refers to the advertising message of the sponsor
of an entire program. A commercial announcement is the advertising mes-
sage of the client who bought announcement time; this may also include
bonus spots, trade-out spots, and promotional spots which mention a client’s
name. All commercial matter may be logged as CM and includes both com-
mercial continuity (CC) and commercial announcements (CA). In such a
case the total duration of all commercial matter in each hourly segment
(beginning on the hour) may be shown in one entry. Licensees may con-
tinue to break down commercial matter according to CC and CA and to
identify the time duration of each commercial message if they wish. It is
required, however, that the log must be divided into hourly segments in
either method.

Non-commercial announcements are identified by the following.

PSA — Public Service Announcement (does not include time signals or

routine weather announcements).
PRO — Non-commercial spots which promote a program.

Additional codes which help identify material are:

MRA — Mechanical Reproduction Announcement (intended to prevent
misleading the public by airing taped, filmed or recorded material
in which time is of special significance).

SI — Station identification which is not sold as part of a commercial
announcement.
SA  — Sustaining announcement (non-commercial announcement not fit-

ting into above categories).
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T — Tape

ET — Transcribed
M — Live music
S — Speech

D — Drama

\" — Variety

These codes are normally part of the program log prepared by the
traffic department. If, however, there is a change in programming or an-
nouncements during an air shift, the operator must log the appropriate
legends as well as the titles of substitute programs or announcements. Other
items which must appear on a program log are the name and political affilia-
tion of every candidate for whom an announcement is made; the names of
persons who paid for announcements or sponsored a program; the name of
any person or firm who may have furnished materials or services in ex-
change for air time or mention of their name. Noncommercial educational
broadcasting stations may not engage in editorializing nor may they support
or oppose any candidate for political office.

The logs of noncommercial educational stations must also contain an
entry briefly describing each program broadcast — such as “music” (M),
“drama” (D), “speech” (S) — together with the name or title of the pro-
gram plus the name of any donor. If a speech is made by a political candi-
date, the name and political affiliation of such speaker must be entered.
Logging regulations pertaining to standard broadcasting (AM) are found
in part 73.1 of the Code of Federal Regulations; FM logging requirements
are found in 73.2 of the Code of Federal Regulations; and noncommercial
educational station logging requirements are detailed in 73.5 of the Code
of Federal Regulations.

Both the signature and starting time of duty must be entered on the
log by each operator. Similarly, the signature and exact time the operator
goes off duty must be entered in the appropriate space. If there are several
log pages intervening, the operator may initial each succeeding page in the
space indicated “operator.” Some stations provide a cover sheet for the log
keepers’ signatures and duty times, in which case the operator need only
initial each page of the log covered during the period of duty. If material
was run at the scheduled time, the FCC permits the operator to place a
check mark beside the entry to verify that it ran as planned, as illustrated in
Fig. 12. An operator should keep the log current to the second and not
rely upon memory to log items at the end of a shift. There are FCC prohi-
bitions against false log entries.

If changes or corrections on a log are necessary, the operator must
follow procedures prescribed by the FCC. Erasures on logs are never per-
mitted. Logs should be typed or kept in ink. To make a change, the opera-
tor should strike out the item to be altered with one line in a manner which
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retains the legibility of the original entry, then enter the change or correc-
tion above the line, writing legibly and neatly, and initialing the end of each
change. If the correction is made during the shift, it need not be dated. If,
however, the log is corrected later, not only the date but the reason for the
change must be added. Items excluded from this procedure are entries
which are needed for the billing department or to cue automatic equipment.

FCC log regulations also require that the page of every log be dated
and consecutively numbered. The log must show local time — e.g. EST,
EDT, CST, CDT, etc. It is also required that any abbreviations or codes
used by a station to identify announcement or program types and origins
be printed on each day’s log. If it is necessary to announce that a program
has been mechanically recorded (MRA), such an announcement should be
made prior to airing the program. No broadcasting station shall rebroadcast
the program, or any part thereof, of another U.S. broadcasting station with-
out the express authority of the originating station. The same restriction
applies to retransmission of subcarrier background music and other FM
multiplex subscription services,

A number of stations now use automatic transmitter and studio log-
ging, either tied in with certain existing automated systems or as separate
units. Thus program and operating logs may be automatically produced in
some areas. Part of an automated log contains a verification tape imposed
by the control circuitry and part comes from the voice cue track on each
automated cartridge. Such a method provides double verification and the
announcer-operator merely signs the automated log and tape. Audio and
visual warnings are usually built into automated equipment to attract the
attention of attendant personnel when there is no audio coming from the
transmitter. In such a case the printer automatically prints the time the silence
occurs and then it cancels all further logging functions until the transmitter
is reactivated.

“Re-regulation”

Broadcast equipment is much more stable than in radio’s early years,
when FCC operational requirements first began to be develoeped. As a re-
sult, in 1972 the FCC began a deliberate process of re-regulation which was
still in process as this was being written in early 1974,

The most significant changes thus far to note are:

(1) Meter readings are to be read and entered into the operating log at
the beginning of the operation and at intervals of three hours (or less).

(2) Operating and maintenance logs may be combined on one technical
log, with certain conditions.

(3) Station identification (call letters and geographic location) must be
made at the beginning and end of an operation and also as close to the
top of each hour as feasible, at a natural break in the program.
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(4) In case a taped, filmed. recorded or rebroadcast program may mislead
the public to assume a program is live, appropriate announcements
must be made by the station to reveal the delayed status of the show
(logged as MRA — Mechanical Recorded Announcement).

(5) Transmitter equipment must be inspected at least once a week, with
an interval of not less than five days between inspection.

(6) If a station wishes to rebroadcast the program of another station, it
still needs the written consent of the originating station, but need not
request FCC authority or notify the FCC of such consent.

AUTOMATION

Automation developed in the middle 1960’s created out of the need
of FM broadcasters to satisfy FCC requirements for at least 50% separate
programming on AM-FM combination stations in markets over 100,000.
Automation is a combination of open-reel record/play tape decks or re-
corders plus a bank of cartridge carousels or decks with everything con-
trolled by a form of memory bank which can range in complexity from a
simple cart directing each sequence to a computer that will do the direct-
ing, logging, engineering and even sales billing. By adding carousels and
more open-reel units the most complicated format can be controlled and
aired. Stations may be partially automated or may be automatically pro-
grammed for a full day’s operation. (See Fig. 13.)

Fig. 13: Sequential Automated System.
Courtesy of Systems Marketing Corporation
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Not just a “luxury” intended for large stations only, automated pro-
gramming frees talent to produce more creative production for small sta-
tions, thus providing a quality sound. Local announcements, commercials
and programs can be pre-recorded, assuring an error-free sound. Many sta-
tions produce their local and state news slightly ahead of air time, then
load the program material into an automatic cart player which is remote-
mounted in the newsroom. The local news cart cues the delayed network
news and afterward automatically cues in the entertainment portion of the
schedule.

Not only is local material aired via automated or semi-automated gear,
but remotes, network programs and closed-circuit feeds may also be re-
corded for delayed broadcast and programmed by automation. A station
may even have “automated” turntables with a system that automatically
segues from a commercial on cart to music on a record. Variables built into
automated systems enable an operator to have manual control and, when
necessary, to advance the sequential operating program. He or she can stop
a system at completion of a program and insert a special event such as a
news bulletin upon completion of material then on the air.

Some automated systems are designed to produce complete program
logs, verify actual airing of all logged entries, produce client invoices com-
plete with time notations, produce profit-and-loss statements, prevent sched-
uling of competitive announcements in close proximity to one another,
produce billing breakouts by salesmen, account and product category, fig-
ure commissions and issue statements, produce a daily FCC report for the
general manager and program director, and break down the number of min-
utes devoted to commercials, public service announcements and promo-
tional material.

Automated logging is generally recorded on open-reel tapes at unusu-
ally slow speeds. One such piece of equipment can provide as much as
twenty broadcast days of broadcast logging on one 10% inch reel at a
speed of 15/32 ips on 8 channels of .5 mil tape. The two basic types of sys-
tem control are either computer-guided or are directed by some form of
matrix selection system. Matrix systems may use either programming panels,
plastic cards, thumbwheel or rotary switches. Programming panels look like
large peg boards, and insertion of pegs in appropriate holes act as cues
(Fig. 14).

Used in digital computercasting, heavy duty plastic prepunched cards
the size of a credit card are used to program events, one card to each pro-
gram event. Cards are loaded in the same order as the items scheduled on
the log and can be changed even while a system is on the air. With such a
system a disc jockey can provide the traffic department with a music play-
list, traffic codes it on plastic memory cards, and the cards are fed into the
reader to be cued by either the digital clock or the operator. The use of
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Fig. 14: Programming Panel.
Courtesy Broadcast Products Co., Inc., Rockville, Md.

manual, punched tape and magnetic tape memory loading is another
method of triggering program events.

Among recent developments in automated equipment is a broadcast
cartridge that provides reversible. continuous-loop operation with full-length
program capability. This eliminates the need for reel-to-reel production with
later transfer to cartridge. In every type of automation there is a warning
device called a silence sensor, designed to alert the operator if there is
silence or a malfunction. The sensor can be adjusted to operate between a
range of 2 to 40 seconds. The process of automated tape reversal or pauses
in music selections may take up to 10 seconds, so sensors are generally not
set to operate for less than this length of time. If a station wishes to log pro-
gram content, it may install “aircheck” recorders which automatically oper-
ate whenever the FM or AM announce microphones are on the air.

The Operator’'s Role in an Automated System

Far from depriving the’ operator of the opportunity or capability to
insert the human dimension into a program, automation adds to the per-
sonal touch. In fact, stations installing automated or semi-automated con-
soles are usually “personality” operations which use the human/automation
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approach to utilize the best features of both. In a human/automated system
the operator can announce live from the control area, then reactivate the
music programmer by depressing a single button. Special tones on theme
carts allow provision for an announcement to come in over the theme. The
announcer may select any sequence of music, thus preventing a repetitious
musical pattern which may become too familiar and boring to the listener.

Whereas automation cuts down the number of needed disc jockeys
and announcers, it also increases the demand for an all-round audio pro-
duction person who is capable of voicing and recording tapes and cartridges
for air, preparing the master music tapes, and manning the console during
air shifts. To be able to meet such responsibilities an operator must be
familiar with methods by which to impress cue tones or cue voice tracks on
program material and announcements. In some systems, music tapes are
mastered on a four track, 1/2-inch tape — utilizing the first two tracks for
stereo recording, placing the cue tones on track three and the voice on track
four. With this method the music portion need not be rerecorded in the
event of a misplaced tone of voice track. Voice tracks are also used with
systems that have computer log print-outs. The station with a fixed music
format finds that automation enables it to prerecord selected tunes on tape
in a manner which uses cue tones so that the material can be easily adapted
to request-type programs,

Ways to impress cues. There are two dominant types of cue mecha-
nisms involved in transfer of audio to an automated tape or cartridge — the
fixed delay and the variable delay. Fixed delay turns off a tape deck and
advances the sequence a fixed time after the cue tone appears. This type is
used predominantly by middle-of-the-road (MOR) stations, which do not
demand an extremely tight sound. The variable delay, used by progressive
rock and Top-40 stations, turns off a tape deck and advances the sequence
in a manner that permits overlap of events so that openings and closings can
come on top of the music. To impress a cue tone in this system, the opera-
tor must activate the cue tone insert switch about one second before the
change should occur and should maintain the cue tone until after the selec-
tion has faded out. A one-second delay, however, is necessary when the
mechanical components of the system cannot stop instantly.

Digital systems require that an operator set the control digits on an
encoder for the specific code assigned to the recording. When the audio
recording begins, the digital information is automatically pulsed onto the
control track of the tape cartridge; during playback the pulsed codes are
read out through a decoder and fed to a printer which simultaneously ac-
cepts information from a digital clock, printing time and code number
within the first ten seconds of broadcast audio reproduction.

(GENE SYeINER
gAN ¥,
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LOOKING AHEAD

From Stereo to Quad

Because FM channels can reproduce the best range of musical fre-
quencies, FM stations have been the choice of broadcasters who wish to
offer their music in stereo. By the end of the 1960’s a great number of FM
stations were stereocasting. During the 1960’s a number of battles raged
between monaural and stereo LP recording companies. Some firms, seek-
ing to ride the stereo wave but owning only monaural property, “bootlegged”
monaural recordings by rechanneling them into pseudo-stereo, breaking
down the original, single monaural track into two tracks — a left track that
emphasized high frequencies and a right track that emphasized the lows.
With addition of more reverberation, the resultant “stereo” discount-priced
recording, although not of pure stereo quality, helped whet the public ap-
petite for the two-channel sound. Audiophiles soon purchased types of two-
channel equipment with which to experience the new dimension in music
available on records and on the air.

In 1970 stereo broadcasting expanded to a new double-version of
itself — referred to as quadrasonic, four-channel stereo, and “surround
sound.” That was the year when quad broadcasts were experimentally aired
via specially prepared four-channel tapes, broadcast on paired-up FM
stations which were tied together with a pair of high-quality telephone
lines and arranged for one station to air the first two channels while the
second station aired channels three and four. Because this method permits
the airing of four separate channels over a full range frequency spectrum of
15 KHz per channel, it is referred to as a “discrete system.” To receive the
four channels broadcast by a discrete system a listener needs two complete
FM systems with the speakers arranged so thai two are in front and two
behind. Utilizing the FM sidebands in this manner required Subsidiary
Communications Authorization (SCA) from the FCC.

Matrixing is another method of four-channel stereo approved by the
FCC. Several manufacturers have designed matrix systems that encode a
four-channel course, broadcast the four on a two-channel system to a lis-
tener who has a decoder (the opposite matrix) which recovers and feeds
the four-channel information to four separate power amplifiers and four
speakers. With this system quad can be broadcast over stereo broadcast
bands, provided the listener has the equipment to receive it. Quad music
was originally available only on tape. Other music was soon converted to
quad discs, however, because most major recording firms normally cut their
masters on eight channels and, therefore, only had to remix their eight-
channel masters to create a quad release. As early as 1973 quadrasonic
records and tapes were outselling stereo albums, particularly in MOR and
classical music. Because of the rising interest in quad, a National Quadra-
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phonic Radio Committee was set up in early 1973 to work with the FCC to
establish standards for quadraphonic broadcasting. By May of that year
there were at least a half-dozen predominant matrix systems of quadraphonic
transmission on the market, each claiming to be superior, yet none com-
patible with any other,

An FM stereo station which wishes to use the matrix system does not
need much additional equipment. Other than the encoding system, it needs
appropriate monitoring equipment in the control room: a decoder, two
more amplifiers, and two more loudspeakers (or a quad headphone). If it
airs a pre-encoded matrix disc, it does not need an encoder; it can simply
transmit the two signals which are decoded at the receiving end as pre-
viously described. By mid 1973 there were some 100 FM stations broad-
casting in quad and the public was avidly purchasing FM receivers and
speakers designed for matrixed quad reception. If quadraphonic broad-
casting is a station’s mode of transmission, there is a significant change for
operators: they have to monitor four of everything.

Binaural Recording

Binaural recording is an audio technique still in the experimental stage
in 1973. It is similar to, yet different from stereo. Used primarily in radio
drama to date, the binaural method (as does stereo) utilizes two micro-
phones and two separate channels when recording. However, binaural
(which means “two-cared”) differs from stereo in microphone placement
and mode of listener auditing. To reproduce the variables of sound as it
approaches or leaves an individual, binaural recordings are made with the
microphones positioned just far enough apart to simulate the distance be-
tween an individual’s ears. Exceedingly realistic in effect — especially in
recreating aural space — binaural recordings are designed to be listened to
only through headphones. It is not unlikely that in the mid-1970’s new radio
equipment may be designed for binaural broadcasting in addition to quad.
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FORMAT

BY RDBERT L. HILLIARD

SPECIALIZATION

THE CONCEPT of specialization took hold in the late 1960’s
and within a few years had become the cardinal principle of station pro-
gramming and image. It is likely that format changes during the next two
decades of radio will not be as drastic or frantic as in the past two. A Tele-
vision/Radio Age survey at the end of 1973 showed that the “overwhelming
majority of . . . stations were not undergoing any significant changes in the
type of music they presented.” Radio did not initiate these changes so much
as it was forced into them. In the popular areas of entertainment it could not
hope to compete with television and was left with a more limited field —
principally news, sports, weather, recorded music, discussions and inter-
views, and certain types of special features. What radio did, in effect, was to
retrogress to its strength: local origination. Most of the network shows in the
1930's and 1940’s had come from local stations and then developed into
national programs. Morris S. Novik, one of radio’s pioneers, has stated that:

Pre-war consisted of the old stations, the pioneers, the foundations of
the great networks. There were the regional and local stations that gained
prestige and influence because they were network affiliates, and the small
independent low-powered stations. The small stations . . . played their tunes
to their special audiences; mountain and western music, jazz, classics, spir-
ituals . . . The networks broadcast programs with big stars, symphony or-
chestras, variety shows, worldwide news and comment programs and even
soap operas . . . |1t] was diversified radio. The listener had a choice . . .
With the end of the war the freeze was lifted and many more local stations
were licensed. . . .

105
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The trend, of necessity and circumstance, turned back to local pro-
gramming and local need, and the format or formula approach to radio
broadcasting grew.

In 1963 John E. McCoy, vice president of the Storer Broadcasting
Company, described what was happening in radio:

. independent radio stations discovered a “formula” for programming
that revitalized radio in the field of national spot and local sales, at least
for stations which did not have a network affiliation. This formula was
based on the discovery that audience habits had changed. Television sta-
tions now attracted the bulk of the audience that wanted drama, comedy,
variety, westerns, murder mysteries, games, and similar “talk” programs.
But radio stations could still provide a service the public wanted in the
form of music, news, and sports events, which were not available on tele-
vision, or which the audience wanted to hear in their automobiles or at the
beach in places where television was not available. The most successful of
these “top 40" or “formula stations” generally provided a 24-hour service
of current popular music interspersed by brief newscasts and sport news.
. . . It is practically a maxim today that to be successful a radio station
must have a consistent “sound” so that anyone who tunes to the station
knows what to expect and gets it substantially all day long.

As Dr. Sidney W. Head has stated, . .. most radio stations . . . now
serve specialized, limited publics almost exclusively. The radio station with
the full range of programming for all segments of the public has become an
anachronism.”

Station Size and Trend

By the early 1970’s, while most stations had reached the point of being
specialized even within a particular type of format, the largest and most
successful stations were moving in the opposite direction. An ARB (Amer-
ican Research Bureau) survey in the fall of 1972 showed that the stations
in the top 50 markets which had the highest quarter-hour audience shares
for the longest time were those which had several types of programming,
including news, talks, features and two or more types of music. These “full-
service” stations were the ones that have continued to dominate their mar-
kets over the years. In the largest metropolitan areas news and talk stations
are predominantly the most successful; as the size of the market grows
smaller, music stations become the leaders. Next to the full-service stations
in popularity in the largest markets are contemporary or “top-40” stations,
then MOR (*'middle-of-the-road,” providing popular-standard music).

As the mid-1970’s, with a tightening economy, approached, there be-
gan a levelling-off of format approaches for middle-sized and smaller market
stations, too. Many aimed at broadening their audience, reaching out to
more than one principal demographic or specialized group. Individual sta-
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tion formats were beginning to blend elements of other types of music into
the primary one, mixing “‘contemporary” (including rock), “MOR,” *“coun-
try” and “good music.”

The demographic breakdown of target audiences for major types is
illustrated in the results of the Television/Radio Age late-1973 survey,
showing the percentage of each type of station aiming at specific age and
sex groups:

CONTEMPORARY MOR COUNTRY GOOD MUSIC
Adults 18-49 47.3% 19.5% 59.5% 30.3%
Adults 25-64 5.3 39.5 189 48.5 ’
All adults 4.3 232 8.1 27.2
All listeners 129 13.9 21.6 12.1
Adults 18-34 322 0.0 2.7 3.0
Teens, young adults 12-24 20.4 0.0 0.0 0.0
Women 3.2 4.6 54 3.0
Men 3.2 4.6 8.1 0.0
Teens 1.8 0.0 0.0 0.0
Other 9.6 10.0 8.1 3.0

Source: TELEVISION]RADIO AGE survey, November, 1973: prime targe! prefciences ds
repm_led by stations. Percentages in each column may add up to more than 100% due to
mdtiple answers. Demographics listed in order of overall importance to all four formats.

A point to note is that even the stations with multi-programming ap-
proaches attract specialized audiences, appealing to the age or interest
group that happens to be listening at the particular time of the day. This
is further reflected in the increase of local radio advertising during the late
1960's and early 1970’s over national spot advertising, particularly in the
largest markets. Local growth is attributed to several factors, including
greater promotion by local stations, the growth of shopping centers and
discount and department stores, and the specialized formats reaching spe-
cific audiences such as businessmen, women and teenagers.

FM Stations

When FM was young most listeners equated it with so-called “good
music,” specifically the classical music and extended news-talk shows that
few AM stations found profitable enough to program. As FM radio grew
it still retained its aura and, in large degree, practice of providing specialized
programming for minority tastes, but in fact grew more and more competi-
tive in the popular-taste market. In the early 1970’s its format began to
change as it began to fulfill the predictions of many that the next revolution
in radio, with AM having become somewhat stabilized, would be in FM.
Although in the early 1970’s the “beautiful music” stations were still highly
successful FM operations, many FMers began to reach toward the young
listener, and progressive rock, for example, was the fastest growing FM
format type. Some stations have found that many young listeners will switch
stations if there are too many commercial interruptions, and one New York
station began promoting “101 minutes of non-stop music.” This, of course,
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requires ingenuity in order to make the balance sheet come out in the black.

A 1972 survey by the National Association of FM Broadcasters
(NAFMB) showed that the major FM format was MOR, middle-of-the-
road, the programming approach of 21.4% of the stations, showing a slight
decrease from its previous survey in 1970. Beautiful music was second in
format approach, 19.3%, showing about a 40% jump, and country and
western was third, 10.6%, about the same percentage of stations as before.
Other leading formats, in order, were MOR combined with beautiful music
or contemporary, hard rock, progressive or underground rock, religious,
classical, semi-classical, diversified music, jazz, ethnic, rhythm and blues.

The changing nature of music formats is emphasized by NAFMB’s
comment that definitions of music are constantly changing, with MOR hav-
ing a different connotation in the early and mid-1970’s than it had in the
late 1960’s. It noted that contemporary music, for example, means the
music of living composers to some programmers, but is limited to current
hit songs for others.

Music AND RECORDS

Music both reflects culture and builds it. It is the dialogue of youth,
providing a sensc of psychological freedom for the listener and a sense of
artistic frecdom for the performer. Pop music is a sociological phenomenon,
partly because it reflects the flexibility, growth and change of society, par-
ticularly young socicty. It was only some ten years before this was written
(perhaps a long time for the young, but a remarkably short period for those
old enough to begin to have a sense of their own history) that, in 1963, a
group of young men came out of Liverpool to become the Beatles and
change the face of modern popular music and the attitudes and behavior of
youth. The Beatles motivated an escape from the traditional formulas, and
their music was not music alone of bodily rhythm, but music of ideas, the
communicating of unspoken and spoken meanings that were vital and force-
ful to the young people who eagerly pursued them. The basic concept was
not new. The blues of the 1920°s and *30’s, the soul music of the 1950’s all
had meaning. But the Beatles put it all together, combining and adding as
all true innovators do to create what seems like something fresh and new.
Combined with the inexpensive availability of the transistor radio receiver,
the new music made radio the link between creative artistry and creative
reception as never before.

Records and radio had become interdependent in Martin Bloch’s very
first “hour of sweet romance,” only they — records and radio — never really
acknowledged it. On one hand, some program directors felt that their duty
was to carefully choose music that would raise the level of cultural under-
standing and strengthen the country’s common bonds. On the other hand,
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other program directors believed that radio was merely a carrier and that
its role was not as an arbiter of taste, but only as an interpreter. Even while
many record promoters demeaned radio as a technical tool unrelated to the
important world of artists (as indeed, radio became unrelated when live pro-
gramming disappcared and artists became only voices on discs) they courted
and bribed radio to promote their wares.

At onc time, in the late 1930’s, the feeling was that radio’s use of
records gave the listener a continuing “freebee,” and that the listeners
would not pay money to buy the records or the sheet music of a given
song. ASCAP (American Society of Composers, Authors and Publishers)
controlled music performance rights exclusively until the beginning of the
1940’s when BMI (Broadcast Music, Inc.) broke their monopoly. A moni-
toring system determined the division of income from statutory fees to be
distributed to the composers of songs used over radio. It wasn’t long, how-
ever, before it was discovered that radio, rather than hampering record
sales, actually promoted them. Radio became the major form of exposure
for new records — although artists themselves frequently made their repu-
tations through live concerts before their records reached wide distribution
over radio. Radio became a showcase for records, and record companies
began to pressure program directors and disc jockeys to play their products.
At the same time, radio stations found these records a virtually free source
of material. Because the record business is highly competitive, from time to
time record companies have resorted to almost any effective means to get
their records played — as evidenced by the d.j. payola scandals of the late
1950’s in the United States and of the early 1970’s in Great Britain. In mid-
1973 the U.S. federal government was looking into new allegations of plug-
ola between record companies and radio stations.

The responsible radio program director or d.j. resents the promoter
who tries to “hype” the station on virtually every new record, and prefers to
deal with the record rep who every few months or so will honestly promote
a legitimately new and hot item. It is sometimes like jungle warfare between
record companies and radio stations. When a performer is hot the record
company dictates the product. When the personality business is slow the
radio station calls the shots.

Record companies and radio stations do, however, agree on the “dem-
ocratic” aspect of radio/record music. They both feel they are serving the
desires of the public. Occasionally the question arises as to whether wants
arc the same as needs, and whether the “democratic denominator” may be
a euphemism for the “lowest common denominator”? In any event, record
companies and radio stations have found that “democratic” and/or “lcd”
are broad in scope and that one cannot be all things to all listeners. Thus,
the development of specialization, and within the area of music alone a num-
ber of major formats.
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Top-40

In the late 1940’s radio was facing the need for a new approach. Post-
war growth in the number of stations was almost completely local, and local
revenues began to exceed those of the networks. Music programming on
local stations had become affinity blocks; that is, 15-minute or half-hour
segments devoted to a particular band or vocalist. Selection of records was
pretty much what the program director, d.j. or music librarian decided upon
for the day. In many local stations the d.j. would sign on in the morning
with piles of records already waiting, prepared for that day’s programs by
the music librarian the night before, and the d.j. might not even know what
the music for each show was before it was played.

Then came “Top-40,” an attempt to reflect and to appeal to the tastes
of the listeners by choosing records on the basis of record popularity as
judged by sales charts, juke box surveys and record store reports. Top-40,
at the beginning, was eclectic, with stations playing the same 40 most popu-
lar selections, with principally the personality of the d.j. and the other ser-
vices of the station, such as news or features, providing a reason for listener
choice of station. Soon, however, many stations began to seek specialized
audiences by concentrating on certain kinds of music. Top-40 still prevailed,
and in many instances was adapted to the country and western, rock, soul
and other formats.

With the emphasis on research and the music sound itself, the d.j.
became less important and the between-record patter that had become a
staple for the audience and the means to stardom for the radio personality
began to fade. By the late 1960’s the Top-40 stations were in trouble. Flexi-
ble formats, such as those of the emerging FM rock stations (“rockers”)
were providing a serious challenge. The single record concept of the Top-40
was no longer valid, with albums making up some 85% of all retail record
sales. Artists no longer made “hot” singles, but aimed for hit albums, with
single cuts from the album used only to promote the entire album. Many
Top-40 stations had become almost mechanical (not to be confused with
automated, although that followed, too), with virtually no disc jockey patter,
a playlist of only the most popular records (shortly after the rise of Top-40,
some playlists would go as high as 100 records; after a while some playlists
were down to 10) and quick “segues” from record to record.

One of the most effective approaches to rejuvenating Top-40 was to
bring back emphasis on the d.j., providing “warmth” between records and
more flexibility in format. Personality became important again and stations
today are wedding personality with the station sound. Flexibility also grew
in terms of audience, with record companies sensing the pulse by bringing
back former recording stars. In the fall of 1972 five of the top six hits on
the charts at one point were by Chuck Berry, Curtis Mayfield, Johnny
Nash, Ricky Nelson and Elvis Presley, all of whom had had their first hits
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in the 1950’s. Even FM, which was thought to be the province of special-
ized music, particularly progressive rock in the pop field for a select
sophisticated audience, began to accommodate Top-40 formats.

By 1973 Top-40 had revived itself and was still the leader, with num-
ber “one” ranked stations in six of the top 15 markets, and number “two”
in seven of the 15.

MOR

MOR, or Middle-of-the-Road music, continued to be the most popular
“sound” into the middle 1970’s. Although many station representatives are
selling an 18-49 audience and claim that the demographics of radio are
rapidly changing, the basic audience breakdowns still hold. 12-17 age span
for contemporary Top-40, 18-24 for progressive rock, 25-49 for MOR and
over 49 for good music. The largest age span and most active product-
purchasers are in the MOR category: the “middle” of the demographic
“road.”

MOR is, essentially, “adult” music. It is programming without ex-
tremes, either in volume, rhythm, timing or technique. But because adults
change, MOR music also changes. To one generation MOR is Frank Sinatra,
Peggy Lee and Nat King Cole. To another generation also in the adult
demographic road — remember that the people who grew up on Rock and
Roll are now over 30 — MOR is the Beatles and The Fifth Dimension.
Adult tastes are different because the adults are different and, to some de-
gree, even contemporary rock can now be considered MOR. The 1973
Television/Radio Age survey verified the blending of different types of
music — including elements of contemporary-folk, modern-country, rock-
country, classical-jazz, country and western — into the continually evolving
MOR formats.

The MOR station, flexible in its approach, does not concentrate on
music alone, as do some other specialized stations. MOR programming
usually combines good portions of news, features, information and talk.
MOR is a personality-oriented format and announcer-deejays at MOR sta-
tions are likely to become local and even regional celebrities (see the d.j.
profiles in Chapter 7), sometimes with the deliberate promotion of their
stations.

Golden oldies. MOR is probably the least specialized of the specialized
formats and in the early 1970’s began to incorporate an approach that was
successful enough to threaten to become a station format in itself: “oldies”
or “golden oldies.” Oldies are MOR records, but they usually are limited
to popular music of some 15 to 30 years vintage. The popularity of oldies is
hard to analyze; the obvious answer, but one given as a reason for almost
all shifts to nostalgia, is discontent of the people with the events of their
times. Musically, the initial excitement of hard rock may have worn off
and the disappearance of the Beatles and the lack of personalities to equal
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their creativity and innovation may have turned many people away from
hard rock and back to the earlier, now golden oldies, rock and roll music.
Some formats concentrate on oldies, with many leading AM adult stations
in the early 1970’s playing golden oldies some 50% of the time. Some for-
mats mix oldies with more current MOR, alternating, for example, an Elvis
Presley hit of the mid-1950’s with a Sammy Davis, Ir. recording of just a
few years ago.

The rise of the oldies in the early 1970’s can be traced in Billboard
magazine, where some 20 oldics regularly made the list of the “hot 100”
most popular records. Some record companies began to re-record former
stars and to hire new groups to remake old hits. Some collectors were pay-
ing as much as $100 for records that originally sold for 79 cents.

Beautiful music. Encompassing as it does almost all sounds that are
soothing to an adult ear, MOR is frequently the basic format for stations
that play predominantly “beautiful music” or “semi classical” or “dinner”
music. For a time this kind of music, lush with strings, was almost exclu-
sively the province of FM, but in the mid-1970’s it began to infiltrate the
AM field, in part in MOR formats and in some stations as the entire for-
mat. This is the music of Mantovani, Percy Faith, Andre Kostelanetz and
Ray Conniff. It is mood music and programmers choose it carefully to fit
the different moods and tempos of different times of the day. It is estimated
that some 20 to 25% of the radio audience listens to beautiful music. The
format has become standardized into one-quarter hour segments, each seg-
ment cohesive and providing a consistent mood in itself. News and spot
announcements fit in between the quarter-hour blocks for some six to eight
interruptions each hour.

Rock

When rock was new, it was easy to categorize. In the 1950’s the un-
familiar screaming sounds coming from portable radios were those of a
new phenomenon, Rock and Roll. Ten years later the more involved and
sophisticated beats were those of hard rock, the new music of the Beatles.
Less than ten years after that the FCC was so upset by the drug lyrics of
the socio-political oriented underground rock that it required licensees to
review records before they were played to be certain the records did not
promote illegal drug use. In general, however, radio stations maintained a
liberal attitude toward lyrics and the mid-1970’s saw not a holding back but
a trend toward letting the music on radio “tell it like it is.”

Although there does seem to be a new trend in rock in the mid-70’s, it
is not yet definitive. Contemporary rock can fit MOR formats. Golden oldie
formats frequently feature Rock and Roll revivals. Generally, listeners seem
to prefer a softer sound, moving away from the dissonance of the mid- and
late-1960’s; soft rock instead of hard rock. In some cases the music is sec-
ondary, the listener attitudes reflecting principally their prejudices toward
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the life-style or dress of the people associated with acid or underground
rock. They reject all “modern” rock, not realizing that progressive rock in
many instances requires the soft sound in order to make clear to the listener
the socio-political nature of the lyrics. Originally, sound and tempo were
predominant; now with youth more and more concerned with the state of
the world and its effect upon their lives, ideas are most significant. Reflect-
ing the traditional music with meaning, folk and jazz rock have begun to
grow and many artists have moved successfully into combinations of coun-
try music and rock.

One of the reasons for the success of rock is that the kids who grew up
with progressive rock are now executives in agencies and stations, and their
understanding and affinity to it make it easier to sell.

Country Music

Country music took radio by storm in the early 1970’s and has be-
come one of its major formats. For example, full-time country stations grew
from only 81 in 1961 to 796 in 1972 and to 1,008 only one year later,
1973; stations programming three or more hours of country music daily
rose from 1,046 in 1972 to 1,447 in 1973. When country music broke into
New York City in 1973 — with its adoption by WHN — it knew it had
really made it.

Country music represents three distinct types: modern or “soft” coun-
try, standard country and western or “hard” country, and the popular
“Nashville sound.” Country music came out of the people, out of the pio-
neers and the heritage many of them brought from England and Scotland
and Wales, with their homemade instruments, their songs with clean, sim-
ple lines and music, and the narrative lyrics telling of the hard life in
work and love and play. A focal point for the growth and popularization of
country music outside of the rural south was the “Grand Ole Opry,” which
WSM, Nashville, first began programming in 1925. The progress country
music began to make, particularly reaching non-southern youth who sud-
denly found themselves listening to country music radio stations during
World War II, abruptly stopped in the early 1950’s when it was supplanted
by Rock and Roll; indeed, many country singers, such as Conway Twitty
and Elvis Presley, turned to rock.

In the mid-1960’s there were virtually only a handful of country music
stars and the modern or “soft” country style that transcended the south and
appealed to other areas of the country was limited to hardly more than a
half dozen stations as a major format. But Nashville caught the mood and
the need and through performers such as Glen Campbell began to turn out
more and more “soft” country.

By the late 1960’s the new Nashville sound began to be a bonanza for
radio stations everywhere. The audience, too, was diverse: the working peo-
ple of the rural south, who had always been country music fans and who
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identified with its simplified ideas and values; and, in the early 1970’s, the
growing number of sophisticated professionals, the bankers and lawyers
and scientists who boasted about their conversion to country music, perhaps
seeking escape from the ever increasing stresses of their everyday urban
world through the simple songs of the simple life.

Country music stations vary in format: some emphasize one of the
three major types; others cross types but, as do some MOR stations, concen-
trate on the oldies mixed with traditional-sounding new songs; some find
excellent audience reaction to a combination of country with a different
music type, such as the alternating of one country and one pop or, a suc-
cessfully growing format, mixing country with soft rock as the station sound.
As are other “hard” sound stations, such as “rockers,” country music sta-
tions are trending toward the incorporation of a “softer” sound into their
formats.

These are only a few of the music formats of stations today, and within
these categories there are endless variations and adaptations to the individ-
ual station’s market and listening audience. One thing is sure: the listening
audience cares what sound it hears. It reflects its interest most obviously by
the numbers that tune in any given station and through the sales records of
the products advertised on that station (provided the commercials are ef-
fective enough to influence the buyer). Sometimes the audience makes its
interest known in more dramatic ways. The FCC, especially during the last
few years, has received many complaints, and citizen groups have even filed
suits to keep a certain format from being changed by a station, ranging from
progressive rock to classical.

NEews AND TALK

Although radio was made by news — elections and sports events in
the early 1920’s —and throughout the years virtually all stations con-
tinued to carry at least a minimum of news (the FCC generally requires at
least 5% when it reviews renewal applications), the late 1960’s and early
1970’s saw changes in news approaches as well as in other formats. Some
stations expanded news coverage, others reduced it, but all seemed to ex-
periment with new techniques and organization, whether they were music
stations carrying filler news or whether they were all-news stations.

In both kinds of stations producers went after more actuality coverage,
prompted in part by the continuing development of low-cost portable equip-
ment. News presentation was less formal, with less reliance on the studio
“anchorman.” Anchor jobs themselves changed, with some large stations
putting two people on, creating an informal “Chet-David” dialogue, and
with more and more stations hiring women for the single or team studio
positions. New approaches to news coverage were also tried, in some in-
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stances going into depth on a given story with a combination of actuality,
interview and comment. With the increasing proliferation of professional
athletic teams, sports coverage expanded. Many stations use specialized
news segments, such as teen news in the late evening; news, weather and
local events programmed in the early morning hours for truck drivers; news
discussion and analysis, in addition to straight news, for the “intellectual”;
local news only; semi-documentary news concentrating on particular prob-
lems in the community.

Generally, news coverage tends to fit the station sound. For example, a
contemporary station may play up in content and manner of presentation
the excitement and drama of the news, while a beautiful music station may
have a low-key presentation while editing out disturbing elements of the
news.

The format also determines the scheduling of the news. The traditional
15-minute newscasts have largely disappeared except in the top 10 markets.
“Freeform” news approaches came into being in the early 1970’s, news in-
serted wherever and whenever it was deemed desirable. Some classical sta-
tions have stayed with the standard five-minute news presentation every
hour, while others, if the FCC permitted, would eliminate all news, and
program uninterrupted (except for commercials) music only. Some stations
have developed expanded blocks of news at commuting times. Others have
concentrated on news blocks of several hours duration one or more times
per day. Still others brought in one-minute news breaks, meeting the five-
minute-per-hour standard by counting up the total news time during a com-
plete broadcast day.

All-News Stations

In 1972 six of the top ten markets had at least one all-news station. An
N. W. Ayer survey of the 12 all-news stations involved showed that though
they comprised 5% of the total number of stations in those markets, they
had 9% of the total audicnce, and 14.5% of the audience in the six cities in
which they were located. Listenership was primarily in the over-50 age
category and from middle and higher income brackets.

The growth of all-news stations and the reorientation of other stations
toward news may be prompted by surveys which show that radio is the
principal source of morning news for people — over television and news-
papers. Another rcason may be that all-news stations have found that they
attract a greater diversity of advertisers than other stations. But all-news
formats are expensive and the most successful operations have been those of
CBS and Group W, which have ready-made sources in their international,
national and local news bureaus.

Techniques of presentation and organization of content vary within
all-news stations. Generally, the pace of the news is adapted to the time of
day — fast in the morning and more leisurely and in depth at night. Some
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all-news stations have moved more and more to specialized reporting, with
segments emphasizing areas such as the arts, business and science. Feature
material relating to such things as local citizen events, child care and con-
sumer information is used. Some stations have revived the local documentary
with great success. In commuting areas, traffic reports are essential. “Talk”
segments have grown within all-news stations, including the telephone for-
mat (topless radio flew high for a few years before FCC disapproval in
1973), interviews and the male-female conversation team.

The success of all-news stations has prompted some observers to pre-
dict that AM is heading for all-talk and FM all-music by the end of the
1970’s decade.

Talk. The essence of “talk” stations is that most of the talking is done
by the listeners, not the studio personalities. One of the most successful all-
talk stations in the early 1970’s was New York’s WMCA'’s listener-partici-
pation format 24-hours a day. Two or more listeners can talk with each
other, as well as panelists in the studio being able to talk with listeners. As
with all telephone formats, it is important to hold on to callers (a stacking
system for incoming calls can be used) and to screen or be able to momen-
tarily cut off callers who are obscene or libelous. As noted above, there are
various types of talk formats which can be incorporated into all-news sta-
tions, and these same formats can be adapted and expanded for all-talk,
limited-news stations. The success of such stations was noted in an ARB
survey shortly after WMCA’s conversion to all-talk, which showed three of
the top six stations in New York being all-news or all-talk, with a fourth
one of the six being very heavily talk.

ETHNIC

There have been many euphemisims for ethnic in radio. At one time a
number of New York stations were oriented in greater or lesser degree to
foreign language programming, reflecting the *“‘old-country” languages of
large immigrant and foreign, particularly European, ethnic groups in the
New York City metropolitan area. More recently ethnic became a euphe-
mism for Black, as the civil rights struggles led to more and more recogni-
tion by and access to communications media of minority, particularly Black,
groups. In the early 1970’s Spanish-language programming began to emerge
strongly. As noted in Chapter 1, citizen action, court decisions and FCC
rulings began to open up radio to minority and ethnic groups.

Black Stations

Although in the mid-1960’s there were more than 100 radio stations
(sometimes called “soul” stations) programming to Black audiences, only
six of these stations were Black-owned. By 1973 there were more than 300
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stations programming for Black audiences, some 50 of them full-time, and
only 21 werc Black-owned. It is estimated that some 78% of America’s
Black population are within range of a Black-oriented station, and that
Blacks listen to radio more hours a day than do whites. The combination
of Black consciousness-raising concerning media and the growing purchas-
ing power of Blacks (Black population in top urban markets is two-and half
times the Black population percentage in the country as a whole) combined
to increase the number of Black-oriented stations and to force a change in
the traditional “‘soul” format.

The traditional soul station format has been a combination of rhythm
and blues backed by strong personalities oriented toward the need and style
of the particular community, with a secondary and frequently minor stress
on news and public affairs. News on soul stations was principally a “rip-and-
read” affair. Blacks, through citizen groups and organizations, wanted more
say over programming affecting their lives, reflecting the increasing demand
by Blacks during the 1960’s for control over their own affairs. Blacks wanted
more social and political materials over the media, desiring information that
could assist, in the view of many Black leaders, in effective community
action. The complaints began to read: “soul music is not enough.”

Although by the mid-1970’s soul music and personalities were still the
dominant approach, more and more Black-oriented stations became diver-
sified, adopting the “Black progressive radio” approach. This attempted to
encompass all of the Black experience by reflecting the diverse interests of
the Black population. Pop music, gospel singing, jazz, African music, classi-
cal and other forms of music related to Blacks were added to rhythm and
blues. News and commentary increased, oriented to community needs.

The growth of Black stations resulted in the development, as noted in
Chapter 1, of the Mutual Black Network. Many Black stations began ex-
panding their news services using the network’s news service and that of the
Black Audio Network and the Third World Network. They were able to get
stories of special interest to Blacks that white stations and program directors
frequently ignored or missed. The National Black Network of New York,
called the first Black-controlled and Black-oriented news service in the
country, began operation in July, 1973 and later that year became the fifth
national radio network in the NAB membership.

The exclusivity of Black and, as “white” stations are called, general
market stations, is gradually fading, with many general market stations
carrying Black programming, and many Black stations reaching out to white
suburbia. Many Black stations, in fact, state that their high ratings are due
in great measure to the listenership of white suburban teenagers. Some con-
cern has been expressed that as soon as Black stations begin to make money
they will begin to accept the commercial outlook of the general market sta-
tions and forget what some people feel is their primary responsibility.
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Spanish-Language and Other Stations

Latinos comprise the second largest minority in the United States, and
their increased buying power combined with complaints and filings on the
part of Latino, especially Chicano, groups against stations not adequately
serving Spanish-language communities, has resulted in increased Spanish-
language stations and service. Latinos comprise three principal audience
groups: Chicanos, located mainly in the southwest; Puerto Ricans, primarily
in New York; and Cubans, concentrated in Miami. Other Latinos are scat-
tered in smaller numbers in many cities.

Language itself is an important factor, with some estimates suggesting
that perhaps 80% of Latino families in the country speak only or principally
Spanish in the home. In addition, official recognition is growing for bi-
lingualism, with voter registration, school curricula, driver’s tests and similar
official activities including Spanish as an acceptable language. The musical
formats of Spanish-language stations concentrate on Latino and Spanish
artists; sports are a major part of programming, reflecting the emphasis on
sports in many Latin-American countries; serialized novels are popular and,
through increased pressures by the Spanish-surnamed community, news
programs stress information on jobs, schools, housing and other matters of
civic concern. Community involvement is further served by panel and hot-
line formats on many Spanish-language stations. In 1972 the beginnings of
real growth were just visible with number one stations in two markets and
stations among the top five in several other markets.

In addition to foreign language programming in those cities where
there is a significant population of a given language background, some sta-
tions, specifically on the West Coast, continue to provide programming for
people of Asian, particularly Oriental, background. A new movement in the
early 1970’s began to develop radio stations to serve the educational and
informational needs of American Indians. Several stations, particularly non-
commercial FM's, were established or in the process of establishment in
1974 on several Indian reservations in the west.

ONE STATION’S APPROACH: A CaSe HisTORY

How does an individual station put together the various programming
approaches that constitute a format? How does it relate its principal com-
ponent, music (unless it is an all-talk or all-new station), to its demographic
target audience? What is the place of other program elements such as news,
sports and public affairs in its total format makeup?

Terry P. Hourigan, program manager of WMAL-FM, Washington,
D.C., prepared a statement on format and programming objectives for his
staff, which provides a clear overview of the approach of one individual
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station. (You may wish to develop a similar guide for the station you work
for or listen to or hope sonieday to build.) Mr. Hourigan’s statement in its
entirety:

Basic Objective

WMAL-FM has as its basic programming objective the achievement
of the largest 18 to 34 year old audience in the Metropolitan Washington
area. This will, in turn, allow us to accomplish two essential goals; making
our station a dominant force on the FM band and increasing our contribu-
tion as a profit center in the Evening Star Broadcasting Company.

We approach this task with a very positive outlook. The timing is right,
the goal is realistic and our approach is sound. Our plan of attack centers
around the market key to this 18 to 34 year old audience, the 25 year old,
highly educated young professional. He or she is our specific target. If we
can attract the 25 year old we have zeroed in on the person of highest influ-
ence in our demographic group. Persons on the younger end of the spectrum
all wish to be thought of as being *‘really adult,” while many of those over
that age are clinging to the “with it” image of the younger man or woman.

These people all coalesce in their radio listening desires. Brought up
on a steady diet of top-40 and hard rock music, they have grown accus-
tomed to its rapid pace and brevity of expression, but have been educated
past the point of being able to accept the banality of top-40 or the non-
musical noise of hard rock radio. There exists, therefore, a potentially huge
market of untapped listeners waiting to be claimed — waiting for a station
or sound they can call their own. The station is WMAL-FM. The sound is
“The Soft Explosion.” What follows is our game plan.

The Market

Washington, D.C. is a community dominated by relatively affluent
young professionals. The metropolitan area is experiencing an explosive
growth in population. Rapidly expanding Federal Government facilities
continue to attract highly educated younger families to move into expen-
sive homes in the metro area where an extremely high percentage of the
more affluent families are located. The following facts make Washington
unique among the nation’s 10 largest cities. Washington metro area has an
average median age of 24.1 years, with 34.7% of the population under 18
years of age and only 6.0% over age 64 — youngest by far in the country.

The average household income is $12,477 annually, the largest in the
United States:

Washington ranks #1 in household income.

Washington ranks #1 in population increase.

Washington ranks #3 in value of homes.

Washington ranks #2 in annual purchase of FM sets.
Washington has 431,300 metro area men 18-34.
Washington has 468,800 metro area women 18-34,
Washington is the nation’s youngest, fastest growing market.
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Personalities

Our on-the-air personalities are now, and will continue to be, aware of
the unique opportunity they have to help mold the thinking and tastes of
the 18 to 34 year old audience, and of the corresponding burden of respon-
sibility this entails. They have uppermost in their minds the thought of pro-
jecting a positive, warm image — the thought that the station cares very
much that the listener has chosen to listen to us. We feel, as broadcaster
Chuck Blore said, “If you're programming a radio station and someone
tunes into your frequency, they’ve given you everything they have to offer,
their ears and their minds. And if you're programming that radio station,
you have to give them something in return, and we try to give them reward
after reward after reward for tuning to our place on the dial.”

We believe our personalities can do just that. Their job is to communi-
cate with the audience, to project the image that they are happy in their
work, that it is truly pleasurable to present our programming, that the
listener deserves the very best we have to offer and that the very best is
exactly what he or she is getting.

Music

A most essential ingredient in programming for the 18-34 listener is
music. While very careful control must be exercised over the selection and
presentation of music, it must not sound too structured. Our morning show
has been used for the past four months as a testing place, a proving ground
for our new music mix. 1t has proven successful beyond our fondest hopes.
Our audience growth in this period of tightened programming control has
been 60% over the last two rating books, and our demographics almost
entirely 18-34. The music formula has been devised for simplicity of imple-
mentation. This simplicity adds to our control, making more effective our
ability to hold control of our music in the face of changing audience tastes.
In effect, it makes us “fad-proof.”

We play a mix composed of three ingredients:

1. Contemporary Hits. Those of the current contemporary best-sellers
which fall within the parameters of the taste of our 25 year old; no “bubble
gum,” no non-musical noise, only good solid hits, songs which have
achieved mass favor with young-adult listeners.

2. New Album Cuts. These songs are selected by our music director
as the best efforts of the best contemporary artists, only the best one or two
tracks in the best of the new albums. (This keeps us ahead of the “hit”
game. In recent years the former music industry trend has been reversed
and today albums are relcased months ahead of the singles.)

3. FM Oldies. These are simply hits by groups which have become the
“standards” of modern rock music. Included are people like The Beatles,
The Byrds, Blood, Sweat & Tears, Carole King, etc. These are chosen care-
fully and mixed for best maximum effect.

These three ingredients, carefully selected, imaginatively showcased,
are the entirety of our music formula. Nothing gets on the air which has
not met these established criteria.
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News and Public Affairs

1973 will be a ycar of departure from the previously accepted stan-
dard of formal, “structured™ newscasts. Our air personalities will integrate
news itcms, with particular emphasis given to the local news, throughout
the entire hour. There will be no “aside” comments by the announcers, no
personal opinions about the ncws stories, just a good. bricf, positive deliv-
ery of information, as smoothly integrated into the overall program flow as
a commercial.

WMAL-FM will continuc its effort to broadcast programs in the public
interest, but they must take a new form. The line uppermost in our minds
must be “Eliminate Turnoffs!” We feel a line of demarcation must be
drawn bctween informing and educating the listener, and boring him or
her. “Mini-specials™ will be the order of the day, with all our personalities
brought into the effort. These mini-specials will always be attempting to
accomplish something positive — getting our audicnce personally involved
in the arcas we cxplore. Ours is thc most socially-conscious audience in the
history of radio and we would not be living up to our responsibility as
broadcasters if we failed to stimulate this force to the best of our ability.

Public Service and Special Programming

Our increased commercial success has not lessened our commitment
in the arca of public service. We retain on our staff the position of public
service director and have a continual dialog with a wide number of com-
munity groups and interests, resulting in their knowledge that WMAL-FM
knows their problems and is ready to give almost instant help in informing
the community. We have also undcrtaken major campaigns designed to
help combat drug abuse, fight thc growing VD epidemic and inform the
public about sickle cell discase. We have participated in three-station cam-
paigns on bechalf of the United Givers Fund, The Black United Fund and
the Salvation Army.

Washington Redskins. WMAL-FM is the Redskins station on FM.
Our involvement with and promotion of the Skins great championship
drive, our daily talk show with Jerry Smith, daily conversations on the air
with Steve Gilmartin. “The Voice of the Redskins,” have made us the lead-
ing FM sports station in Washington.

In Concert. Our broadcasts of these 90-minute rock specials, simulcast
with WMAL-TV, has created an enormous audience for late night weekend
programming. The acceptance by our audience of this, the most innovative
ncw ideca in entertainment programming in recent years, has opened the
way for alternate weck specials as well. The Music Festival, with John
Lyon, is a locally produced 90-minutc rock special featuring major artists
recorded in concert settings.

Other Specials. Black Gold ran in April, 1973, as a 12-hour special
fcaturing the greatest black musicians in pop music of the past 20 years. A
cooperative venture informing the public about Howard University’s Cen-
ter for Sickle Cell Disease research, Black Gold was underwritten by Safe-
way Foods. Beatles '72 was a five hour concert exploring the influence in
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music and life style of the most dominant force in the history of rock
music. Tommy was a specially showcased presentation of the rock opera.

FORMAT RESPONSIBILITIES AND RESTRAINTS

A station cannot simply change a format at will — technically, any-
way. First, in applying for a construction permit, a station must make a
showing of how its proposed programming will meet the needs of the com-
munity. At renewal time the FCC checks the station’s representative pro-
gramming during the license period to see if the station has lived up to its
promises. If it has not, it is expected to justify its change in programming.

In addition, citizen groups are increasingly making their wishes known
to stations and to the FCC on programming formats. The FCC prefers to
give the broadcaster, whether a licensee making a change or a purchaser
proposing a new format, considerable flexibility. The FCC has stated that
“Unless it is shown or appears to the Commission that the format choice is
not reasonably attuned to the tastes and general interests of the community
of license, we will not question the licensee’s judgment in these matters.”
Court decisions, however, have established the public’s right to have its
views considered in any substantial change of format. In 1973 the U.S.
Court of Appeals stated in the case of The Citizens Committee to Keep Pro-
gressive Rock:

. . . the public has an interest in diversity of entertainment formats and
therefore . . . format changes can be detrimental to the public interest. . . .
The Commission must consider format changes and their effect upon the
desired diversity. . . . In essence, one man’s Bread is the next man's Bach,
Bacharach, or Buck Owens and the Buckaroos, and where ‘technically and
economically feasible,’ it is in the public’s best interest to have all segments
represented. . . . If no objection is raised to a format change the Commis-
sion may properly assume that the format is acceptable and, so long as all
else is in order, it may grant the application. When the public grumbling
reaches significant proportions . . . the format change becomes an issue for
resolution and hearing procedures are applicable if issues of fact are in dis-
pute. Questions regarding the extent of support for the format themselves
may be material, and if substantial then the proper procedure is either a
survey of the area residents or a hearing on the issue. Once the factual dis-
putes are exposed and a hearing held the Commission’s decision regarding
the public interest must be reasoned and bascd upon substantial evidence.
Failure to hold a required hearing or failure to render a reasoned decision
will be, as always, reversible crror. No more is required. no less is accepted.

In many instances, rather than going through the FCC or the courts,
citizen groups have found it more efficient to work directly with the broad-
caster, and a number of incipient complaints and suits have been settled
outside of government channels.
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o After almost 17 years in commercial radio and television, George L.
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Director of Telecommunications for the State of Virginia. Immediately
previous to his appointment to this position in 1972 he was, since 1967,
Research and Development Officer and Associate Director of Professional
Services for the National Association of Educational Broadcasters in Wash-
ington, D.C. Prior to that he served as director of the Teaching Resources
Center at the University of Delaware. In that position his responsibilities
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well as regular lecturing on broadcasting and related subjects.

An alumnus of the University of Virginia, Mr. Hall entered radio
work in 1946 as a writer and announcer. Beginning in 1951 he served
for five years as program director for WRAL-AM-FM and for the regional
Tobacco Network. In 1956, after participating in the hearings that resulted
in WRAL’s receiving an FCC license for a television station, Mr. Hall be-
came program director of WRAL-TV. His interest in the field of education
prompted him to accept the position of program director at the Chapel Hill
studios of educational station WUNC-TV in 1960. The following year he
was appointed to the faculty of North Carolina State University at Raleigh
as director of television. During his four years in that post, he helped
N.C.S.U. develop a strong program in ITV, served as an instructor on mass
communication in the department of sociology and acted as faculty advisor
to campus radio station WKNC,

As a writer, Mr. Hall has had his plays produced in community and
educational theatre, and on television and radio. In addition to newspaper
and periodical articles, he is the author of a handbook for the United States
Weather Service on Hurricane-Alert broadcasting for multi-state radio net-
works. He has been active in both educational and commercial broadcast-
ing associations and is a frequent speaker, panel participant and workshop
director. He has conducted special studies of broadcasting systems in Asia,
Africa, Europe, the West Indies and the South Pacific, as well as in the
United States.
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PROGRAMMING
AND
MANAGEMENT

BY GEORGE L. HALL

This chapter is divided into four sections. The first concerns definitions
of radio programming; the second, programming techniques; the third, sta-
tion organization and management of program operations; and the fourth,
radio advertising.

PROGRAMMING DEFINITIONS
Radio Programming is Communication

Basically, communication is the social process through which one per-
son (the communicator)_elicits responses from another person (the com-
municant) by the use of symbols. The communicator in radio programming
is far more apt to be a group than an individual. Radio broadcasting is
customarily an ensemble task in which numbers of people have a part:
announcers, musicians, engineers, writers, publicists and others. The com-
municant in radio programming is almost always a member of a large group
— the audience. (Some characteristics of audiences will be investigated
later.)

Symbols are stimuli produced by a communicator and received by a
communicant. They carry meanings which are more or less shared by both
parties. (Words, pictures and gestures are kinds of symbols.) Only aural
symbols can be used in radio communication. This is a limitation of sorts.
Most people are more used to aural-visual symbols, notably those in the
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speech-with-gesture category. Even so, radio can employ the rich and varied
symbol categories of music and speech-without-gesture.

Meanings are the similar responses which both communicator and
communicant would customarily make to particular symbols when present-
ed in similar contexts.

Responses are the specific behavior elicited by symbols. Sometimes
such behavior is overt: a communicant moves, smiles, frowns or otherwise
reacts in a way which can be observed by the communicator. At most times,
however, response behavior is covert: a communicant thinks, imagines or
feels without manifesting any physical reaction which can be observed by the
communicator. When a communicator observes — or somehow discovers —
overt response behavior by a communicant, he* is said to be receiving feed-
back from his* symbols.

Feedback enables a communicator to ascertain whether or not his sym-
bols have elicited from the communicant (or listener) the responses he
intended. It can also help a communicator find out if he and the listener are
sharing the meanings of the symbols employed. Feedback is difficult to ob-
tain in radio programming because the communicator/group is physically
separated from the large audience. Overt response behavior by individual
members of the audience usually cannot be observed directly by the broad-
casters. Instead, feedback is sometimes obtained by various, complex meth-
ods of statistical discovery. For example, a small *sample” group of listeners
will be asked to report on their own response behavior, particularly in re-
gard to which programming they actually tuned in. Statisticians will convert
the resulting data into figures by which the broadcasters may infer the
response behavior of the whole audience,

Broadcasters, like personal communicators, are apt to let feedback
help determine their courses of future action. Positive feedback, indicating
that the communicator’s intentions have been realized, is interpreted as a
sign of success and is likely to cause continuance of that programming.
Negative feedback may not represent a communicator’s failure so much as
indicate the need for the communicator to try again. This often leads to pro-
gramming revision or repetition.

Revision involves a communicator’s trying a different set of symbols to
elicit the desired response. He may decide to choose symbols which have a
certain redundancy. Redundancy is the term given the use of several differ-
ent symbols which carry a common meaning, as with synonyms. Sometimes
redundancy is inadvertent and unwanted. Repetition involves a communica-
tor’s trying the same symbols all over again after receiving negative feed-
back. This technique is often employed when the communicator suspects
that the communicant did not receive the symbols on the initial try. Symbol
reception is an essential aspect of communication.

Reception of symbols through the aural and visual channels is most
important for most people in their everyday communication. Symbol re-

* The words “he” and “his” are used in this chapter as impersonal pronouns, recogniz-
ing as we do that positions in broadcasting are held by men and women both.
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ception may be adversely affected when some physical block or extra-
neous stimulus (like noise) interferes with the symbols themselves. Still an-
other cause of inadequate reception can result from a communicator’s
failure to attract or hold the attention of the person with whom he wishes
to communicate.

Attention-attractants are particularly significant in broadcast communi-
cation. A communicator can attract attention in several ways. He may cause
his symbols to have high stimulus intensity; that is, he may make them very
loud, fast, large, bright, and so forth. Low stimulus intensity can also be an
effective attractant technique in certain situations. Perhaps the most potent
attractants are those symbols which serve as psychological triggers. People
tend to pay quicker and closer attention to symbols which they associate
with their basic drives and needs.

The basic needs of people also underlie the four social functions of
communication: surveillance, prescription, cultural transmission and enter-
tainment.

Surveillance is the label applied to communication which reports on hap-
penings in the environment. In radio broadcasting it is manifested in such
informational program types as newscasts and weathercasts. Prescription
refers to communication giving advice or directions about measures which
communicants might take in reaction to environmental conditions. Health
talks and commercial announcements are likely to show this function. Cul-
tural transmission is the imparting to new members of the community the
beliefs and attitudes of the older members. Church sermons and educational
lectures are broadcasts of this nature. Symbols used for amusement reflect
the entertainment function. Disc jockey shows and quiz programs are
obvious examples of entertainment.

Radio is a Medium of Communication

Basically, a communications medium is any material or device used to
extend symbols over space or through time. There are many media avail-
able to modern communicators. Print, cinema, television and radio are the
dominant media in our culture today.

Radio and television, as electronic media, are dependent on complex
electromagnetic devices and associated materials. The symbol output of
radio and television broadcasting is called programming. The broadcasting
media usually extend their symbols over long space but not through long
time. Their symbols are not usually re-used as are those in the print, photo-
graphic and film media, although various electronic recording devices can
store the symbols for future use.

Radio Can be Used for Mass-Communication

Basically, mass-communication occurs when symbol materials are di-
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rected through a medium toward a relatively large, scattered and hetero-
genous audience.

In radio broadcasting, a relatively large audience is that number which
represents a significant percentage of the population living in the geographi-
cal area which a station or network serves. Its significance is dependent upon
such factors as the day of the week, the hour of the day and the number of
persons living in homes that are equipped with radios. For example, an
audience of 30 percent of the population might be considered “large” on a
snowy Sunday afternoon in a community of 30,000 where many homes are
radio-equipped. In that same community, an audience of 1 percent might
be “large” if the program being measured were broadcast at 3:30 a.m.,
Monday, when 97 percent of the population was asleep. The fact that a mass
audience is scattered (that is, the individual members are not gathered to-
gether in one place) has much to do with the difficulty of feedback in radio
programming. An even more consequential aspect of mass-communication
for the radio programmer is that of audience heterogeneity.

Mass audiences are composed of people who are different from each
other in a great many respects. These differences may be social, educational,
economic, psychological, cultural, ethical, religious, political, physical or
intellectual. This wide diversity of backgrounds, skills and attitudes produces
problems for mass-communicators. In addition, audience members receive
programs in a wide variety of different locales, each with a certain level of
distractions present. Receiving sets of differing sound qualities are used, with
a considerable risk that forms of technical distortion may interfere in some
degree with program symbols. The immediate activity of a listener during
reception is still another factor. Some people may sit and concentrate on a
program while others may let the radio serve more-or-less as a source of
background accompaniment to work or reading.

It should be remembered that the basic media — print, cinema, tele-
vision and radio — can be used for private as well as mass communication,
and it is only when radio is used for the latter that the process is termed
broadcasting.

As noted earlier, the success of any communication is determined by
the response behavior of the listener or viewer. Responses generally are
intended to fall into two broad categories: attending and reacting. Attending
responses occur when a communicant simply pays attention to the symbols.
In radio, that means simply listening. Of course, even before listening can
occur, a program must be tuned in on a receiving set. Therefore, tuning-in
is also a kind of attending response. Another kind is found in the imme-
diate, affective behavior of the communicant during symbol reception itself:
laughing, crying, shuddering, or such. Reacting responses occur some time
after the reception of a program. The range of desired behavior is varied.
The programmer may wish audience members to do such things as buy
the product advertised, make a contribution to a charity which was pro-
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moted, drive more safely, or make a pudding with the recipe which was
described.

Attending responses are primary in radio programming. Above all else
most broadcasters wish mass audiences to tune in and listen to their pro-
grams. This is not to say that certain reacting responses are not also very
desirable, particularly the subsequent purchase and consumption of adver-
tised goods. However, such complex reacting responses are difficult to elicit
from a mass audience because of its heterogeneity. Of course, broadcasters
do not really attempt to elicit the same responses from all members of a
mass audience. (Mass-communicators have long recognized the impracti-
cality and impossibility of such a task.) Instead, they aim at what might be
termed the widest-possible-consensus.

Although every member of a mass audience is genuinely unique, each
is likely to have some characteristics which are similar to those of a number
of other members of that audience. These characteristics may sometimes
take the forms of attitudes, interests, prejudices, preferences and opinions.
The individual audience members who have such characteristics in com-
mon are said to be “in a consensus.” There exist many consensuses formed
around many values in any mass audience, but only those which include
relatively large numbers of people are generally important to broadcasters.
The radio broadcaster seeks especially to find sizeable consensuses which
result from common attitudes that can indicate which sorts of programming
are most apt to be listened to. The wider the consensus numerically, the
larger the probable audience for the programming in question. Years of
positive feedback have confirmed the general worth of this strategy for pro-
grammers. The widest-possible-consensus includes listeners who are fre-
quently designated “average.” A program preference established by this kind
of consensus is usually sanctioned by broadcasters as reflecting *“popular
taste.”

The widest-possible-consensus is valuable not only in helping program-
mers elicit attending responses (tune-in and listenership) but also in assist-
ing them to predict the probable success of obtaining various sorts of
reacting responses. This knowledge (imprecise as it is) allows radio broad-
casters to be fairly realistic about probable audience reactions to commer-
cials and other messages.

Radio Programming Reflects a V ariety of Social Forces

The total population of a community is a mass audience which con-
tains a great number of attitudinal consensuses. However, attitude is not the
only factor which can unite individuals into groupings. Other groups may
emerge because of similarities in the roles, authority and possessions of per-
sons. These might be called status groups because their very nature tends to
rank them into a social hierarchy with the more powerful at the top and the
less powerful below.
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The groups at the top of this hierarchy are often referred to as the
power structure. The individuals constituting the power structure tend to
control the dominant economic, cultural and political resources of a com-
munity. It is important to note that the power structure is rarely gathered
together in one consensus. Instead, there may be many different consensuses
among numbers of its members. Some of these are even apt to be in dis-
agreement or in conflict with others. These internal divisions weaken the
power structure so that its control of dominant community resources is not
rigidly directed by a single fixed attitude or philosophy. Nevertheless, there
are enough consensuses to represent a general power structure philosophy
about economics, education, politics, art and the like. More often than not
these beliefs have come to be widely regarded as worthy standards for the
community as a whole.

The status groups which are not included in the power structure fall
into two distinct categories: the bulk population and minorities. The bulk
population is composed of those people who tend to form the widest-pos-
sible-consensuses on a wide range of values and issues. While bulk attitudes
might sometimes differ with those of the power structure, sharp conflict
between them is not often present. The bulk population is customarily the
“average” component of the social hierarchy. Minority groups differ in status
or attitude from both the power structure and the bulk population. These
differences may be broadly classified as being cultural, economic and polit-
ical, although other terms like ethnic and religious are also applied. The
members of some minorities are so unlike others in the community that they
are said to constitute a sub-culture. This is notably true when the differences
include language, manner of dress and such. Although some minorities are
cruelly discriminated against, most actually blend into the general com-
munity life except when some sensitive attitude is at variance with that of
the larger group.

Radio programmers have special relationships with the power struc-
ture, the bulk population and some minorities. These relationships have a
direct bearing on the program output itself.

The power structure views broadcasting as an instrument for com-
munity good. People in these leadership groups regularly seek involvement
in serious content areas about which they feel particular concern: religion,
commerce, politics, education, public morals, property, medicine and such.
Programs treating with these matters are almost certain to originate with the
power structure or, at least, to receive its attention and sanction. This does
not mean that the power structure exercises a blunt, external censorship
per se over such programming. Instead, it means that the broadcast pro-
grammer tends to be so closely allied with the leadership elements of the
community that their attitudes are also often his. Entrepreneurs constitute a
significant status group within the power structure. They have established
that the media of mass-communication can contribute to the economic
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growth of a community through the inclusion of advertising content to stim-
ulate consumption and the sale of goods. Consequently, entrepreneurs —
acting as advertisers — have taken a guiding role in the operation of the
mass media, radio among them. ‘

The importance of the bulk population to the radio programmer has
already been noted in the discussion about the widest-possible-consensus. It
is necessary to add here only that the power structure generally accepts this
approach because the technique does result in attracting large audiences,
which are deemed necessary for effective advertising and perhaps also for
other kinds of prescriptive programming. The program preferences of the
bulk population and those of the power structure sometimes may be in dis-
agreement. As a general rule, the numerically wider consensus will be
allowed to prevail except where strong objection from a relatively unified
power structure over-rides.

Broadcasters take minorities into account in several ways. First, some
broadcasters regard certain, larger minorities as total audiences for their
programming. This is notably true in metropolitan areas where the high
number of competing stations may reduce the widest-possible-consensuses
for a few stations to such relatively limited audience numbers, concentrating,
for example, on Spanish language programming. Second, broadcasters must
take the interests and needs of minorities into account, as required by FCC
rules and regulations for station ascertainment of community needs. Third,
when points of view of minorities are attacked or challenged in programs,
rebuttal opportunities must be provided under the provisions of the FCC’s
“Fairness Doctrine.” Fourth, broadcasters legally, as well as morally, are
obligated to employ minority persons on their staffs as required by the
FCC’s 1971 Equal Employment Opportunities program, The FCC rules
concerning ascertainment of community needs, fairness and equal employ-
ment are discussed in Chapter 1.

Critics of broadcasting have sometimes expressed concern that many
of the essential differences between the program preferences of the power
structure, the bulk population and minorities have become too blurred over
the years. Nowadays, they say, practically everybody tends to like the
“limited” kinds of programming based on the widest-possible-consensus
among the bulk population. Whatever the reason, such programming, often
labeled “popular entertainment,” is certainly the dominant type in American
broadcasting today.

PROGRAMMING TECHNIQUES
Length

The programming output of a station is usually broken up into a
sequence of individual units which vary in length. Those which last from a
few seconds to three minutes are customarily called announcements or
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“spots.” Units of greater length are referred to as programs. Program lengths
are ordinarily stated as round figures which are multiples of five minutes.
However, in actual practice such programs will often last for 30 to 60
seconds less than the stated length. For example, a so-called 15-minute
program might actually last on the air for only 14 minutes or 14 minutes,
30 seconds. This enables the broadcaster to insert one or more announce-
ments before the start of the next program. It is customary to include in this
kind of transitional interval a brief announcement which identifies the sta-
tion by call letters and location. The Federal Communications Commission
requires these “station breaks” at regular times in a schedule, generally on
the hour and at the half hour. Occasionally these may fall between parts of
a longer program.

The written schedule from which a station actually operates is called a
program log. (See Fig. 1.) Conforming to certain regulations of the FCC,
a program log is prepared in advance by staff traffic specialists and later
signed by announcers, engineers or production technicians who can vouch
for its accuracy as a record of programming actually broadcast.

In the days before television, most radio programs were neatly 15 or 30
minutes in length (i.e. 14:30 or 29:30). Nowadays the tendency is for
stations to schedule programs which last for several hours, although brief
news-type programs may be interspersed at convenient intervals. The longer
units are apt to be recorded music shows: disc jockey, background music,
classical concert.

Frequency

Most broadcasters keep track of their program schedules by drawing
up a “traffic board” with seven vertical columns to represent the days of the
week. Horizontal lines are drawn across the chart to represent the hours of
the day (and perhaps shorter intervals as well). The names of programs
(and announcements) are entered in the appropriate spaces. The traffic
board is the primary source of information necessary to prepare the pro-
gram log each day. (See Fig. 2.)

Radio programming usually operates in daily and weekly schedule
patterns. The five weekdays tend to show a common scheme, with Saturday
and Sunday showing separate schemes. Programs which recur in the same
broadcast day show a verrical relationship because they appear in the same
vertical column on the traffic board. News, weather and comparable “ser-
vice” programs often have vertical relationships. Programs which recur at
the same hour on different days of the week show a horizontal relationship.
When there is a week-to-week program recurrence, the relationship is
cyclic. In radio, many programs have vertical, horizontal and cyclic rela-
tionships. If the horizontal relationship involves all five weekdays, the pro-
grams are said to be scheduled “across the board.” Nowadays strong
patterns of frequency relationship in programming seem to contribute to
listener convenience and habit.
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Juxtaposition

Obviously, programs fall ahead and behind one another in the daily
schedule. These juxtapositions are an important matter for programmers.
Stations must attract and hold audiences. Several techniques can be em-
ployed to keep audiences tuned in from one program to another.

Often broadcasters juxtapose two or more similar programs. The pre-
sumption is that audiences sometimes prefer variations of the same content
to an outright change. These “sound alikes™ are most likely to be scheduled
during well-defined activity periods like mid-morning (when women do their
housework) or late afternoon (when commuters are en route home by car).
On other occasions broadcasters may deliberately break the flow of such
cognate materials by scheduling a marker program. Markers are apt to
appear at times of day which “mark” a significant change in audience
activity patterns. The insertion of comprehensive newscasts and other talk
materials at noon and around the dinner hour frequently constitutes marker
programming. When a broadcaster finds it necessary to change program-
ming during an audience activity period, he may choose to buffer the two
very dissimilar broadcasts with a short bridge program. Bridges are generally
talk materials of wide appeal, like news, weather, sports or Hollywood
gossip.

Nowadays stations tend to program in cognate blocks: early morning
(around 6:30 a.m.-9:00 a.m.), mid-morning (around 9:00 a.m.-12:00
noon), afternoon (around 1:00 p.m.-4:30 p.m.), late afternoon (around
4:30 p.m.-6:00 p.m.), evening (around 7:00 p.m.-11:00 p.m.), and late
evening (around 11:00 p.m.-1:00 a.m.). In addition to being scheduled
during the luncheon and dinner periods, shorter markers are also used to
separate the other cognate blocks. Bridges are rarely needed, since radical
program changes within activity periods are very few.

Placement

The placement — or time scheduling — of programs is largely depend-
ent on patterns of audience activity. Having first established which groups
are probably available as listeners during a given period (families, house-
wives, teenagers, etc.), the broadcaster then must decide which kind of pro-
gramming is most likely to suit that group’s activity pattern at the time. In
this way most radio stations find and fit programs to clock-hours.

Nowadays, a number of strong placement tendencies can be observed
in American radio. The early morning block is apt to be given over to family-
appeal programming: bright, recorded music interspersed with time and
weather announcements, brief news reports, meeting notices and the like.
The mid-morning block is usually beamed to the housewife: popular music
compounded with household hints, shopping tips and other such informa-
tional items. The luncheon period carries marker programming of a fairly
serious journalistic character: comprehensive news summaries, weather
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analyses, editorials and commentaries. The afternoon block is often cognate
with the mid-morning, except that the recorded music is perhaps less “brisk”
and the household hints may give way to short features about movie stars,
women in the news and other human interest topics. Telephone quiz “gim-
micks” are also frequently included in these housewifc-appeal programs.
The late-afternoon block shifts emphasis to the commuting motorist: light
recorded melodies interwoven with traffic advisories, news “quickies,” sports
scores and comparable elements. The marker programming scheduled dur-
ing the dinner hour is like that of the luncheon period except that its tone
may be even more serious-minded, presumably because more men are in
the audience. For the same reason, stock market reports and business sum-
maries are often found in these end-of-day marker sequences. The evening
block is very apt to be aimed at the teenager and young adult: recorded
“hits” and danceable music with relatively few talk clements added. On the
other hand, the late evening block may veer off in quite a different direction.
Many stations now schedule “adult level” interview programs with an ac-
cent on controversial personalities and issues. However, many other stations
offer soft, romantic background music aimed at late “readers” and courting
couples.

It must be remembered that these observations are about general place-
ment tendencies. There are many striking exceptions, particularly in metro-
politan areas. There, listeners can choose among stations which offer such
general service, as well as tune to other stations which program a variety of
specialty services: all-news, “hard rock,” classical music, telephone talk
shows, background music, foreign (i.e., non-English) materials, to note
just a few examples. Metropolitan FM stations are especially likely to cater
to minority and other special needs.

Counter-placement

Virtually all radio stations ip the United States operate in competitive
markets; thus, most broadcasters must be sure that their scheduling strategy
takes their competitors’ programming into account. On a day-to-day basis
this is accomplished in three ways.

A station may attempt cross-programming its competitor. For example,
Station A starts an especially attractive one-hour offering at 8:00 p.m., fol-
lowing a fairly routine program which begins at 7:30 p.m. Station B cross-
programs by starting a strongly appealing one-hour offering at 7:30 p.m.
Listeners presumably would be loath to tune from B to A in the middle of
a “good” program at 8:00 p.m., thus injuring A’s listenership. A second
strategem is scooping. For example, Station A offers sports scores each eve-
ning at 11:00 p.m. Station B then offers the same scores at 10:30 p.m., thus
“scooping up” A’s audience ahead of time. The third technique is probably
the best competitive approach: monopolizing. This is the exclusive offering
of unique programs of greatly superior appeal.
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Role

Programs and announcements are either commercial or sustaining.
Commercial programs are sponsored or participating. A sponsored program
is paid for by a single advertiser (although sometimes various portions of a
single program may be sponsored by several different advertisers). A par-
ticipating program is one divided into a number of convenient segments in
order to permit the insertion of various commercial announcements. Stations
assume the cost of sustaining announcements, which are most frequently
devoted to such public service topics as highway safety, Savings Bonds,
military recruitment and fund raising for charities. Some sustaining messages
promote programs to be broadcast by the particular station.

Format

The organizational form(at) of a program stems from the application
of function to content. As noted earlier, function includes surveillance, pre-
scription, cultural transmission and entertainment. Content is limitless, en-
compassing all aspects of life including commerce, industry, agriculture,
health, politics, geography, foreign affairs, crime, romance, rhythm, urban-
ism, religion and so forth. As pure content, “weather” doesn’t say anything.
But applying the surveillance function to weather produces the familiar
“weathercast.” If we apply the prescriptive function to weather, we might
get a discussion program in which several participants give advice about safe
driving on icy roads.

Another aspect of format has to do with the kinds of symbols
employed in presenting content. There are three sorts available to the pro-
grammer: speech, music and sound effects. Speech symbols can elicit very
precise audience responses. Music symbols carry a wide range of emotive,
ambiguous “meanings.” Sound effects are aural symbols that sound like
noises to which some fairly specific meaning is readily attributed. Of course,
all three of these symbol forms are encountered in present-day program-
ming, although sound effects are less important than they were in pre-tele-
vision days when radio drama was a significant format type.

Nowadays certain format types reappear again and again as “carriers”
of a great variety of content. The principal of these are disc jockey shows,
newscasts, weathercasts, sportscasts, talks, interviews, panel discussions,
telephone chats, concerts, actualities (including sports events), quizzes,

background musicales and variety shows. (Analyses of format types may be
found in Chapters 3, 5 and 6.)

Appeal

A wise broadcaster makes every effort to see that his programming
strongly appeals to the potential audience. In so doing, he strategically ap-
plies attractant techniques like intensity and psychological triggering — tech-
niques which can be colloquially translated into the term showmanship.

He also keeps in mind that some aural symbols are understood by
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almost anyone who might hear them while others are really meaningful only
to a small intellectual elite. Most radio programming nowadays reflects a
sophistication level which is neither the lowest nor the highest, a practice in
keeping with the dictates of the widest-possible-consensus.

Value

Content may be treated as being good or bad, right or wrong, real or
fantasy, serious or trivial. As a general rule, the value accorded any content
element will reflect the attitudes of the power structure, and probably the
bulk population as well.

Pace

If the rate of presenting program material over a given time period is
too fast, the audience may become confused and tune out. If it is too slow,
the audience may become impatient and also tune out. Obviously, neither
extreme is desirable. Nowadays, a tendency to fast pacing is compensated
for by a considerable use of repetition and redundancy.

Figure

Most radio programs involve the (vocal) appearance of one or more
persons: announcers, commentators, politicians, home economists, preach-
ers or the like. Each such figure can be identified as having a certain role.
The role he, or she, fills — or plays — carries with it a certain set of be-
havioral expectations. For example, we have come to expect a sportscaster
to sound confident and knowledgeable. An announcer whose voice sounded
hesitant and unsure while describing an athletic contest would probably prove
unpopular with an audience. In equivalent ways, disc jockeys, newscasters,
quiz masters and home economists are also expected to adhere to certain
requirements of their separate roles. Because voice quality is so often (mis)-
taken as an indication of role, broadcasters tend to choose program figures
largely on the basis of vocal characteristics. This is not to say that a figure’s
“knowledgeability” is altogether ignored, of course.

To a considerable extent, local programming must be built around
available figures. For example, a station without a “mature, manly and
authoritative” sounding voice on its announcing staff may be forced to de-
emphasize serious news and commentary programs which require a figure
with such vocal characteristics. However, the same station might capitalize
on disc-jockey programs for teenagers because its staff includes two or three
“bright and youthful”” sounding announcers who demonstrate an enthusiastic
knowledgeability of popular recorded music.

Origin and Release

A radio program is a kind of aural “happening.” The location of the
“happening” is the origin of the program. A great variety of origins is pos-
sible: local and network studios, exterior locations in the community, remote
points any place in the world — or even in space. Many programs designed
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around the use of recorded music can be said to originate in “radio-space”;
that is, although the immediate origin of the program is the studio, the con-
tent may come from other sources, seemingly extending the studio to include
outside entertainment or recording spots.

Many programs are stored on audio-tapes or disc recordings for delayed
release. Sometimes the release is live, the program transmitted simultaneous-
ly with its production. In either case, as explained in Chapter 2, the pro-
gramming expert is dependent upon the proper use of a great deal of
mechanical and electronic equipment.

MANAGEMENT

Radio station management involves the coordination of a number of
specialized activities: engineering, sales and promotion, production and
programming, business administration, and (sometimes) research. But pro-
gramming is central to all the others. It is the primary management respon-
sibility in every broadcasting station.

The investments in land, buildings, equipment, materials, labor, li-
censes, services and so on are all made in order to construct and operate
an efficient means for the saleable production.and distribution of attractive
programs to the public. Every management decision revolves around some
aspect of this complex communications activity. All the other activitics,
important though they are, are subsidiary to it. Transmission and studio
engineering apparatus, even with the power turned on, is not really a system
of communication until somebody causes it to transmit meaningful sounds,
such as those of language or music, to listeners. Sales work also lacks pur-
pose in and of itself. It requires the exchange of a commodity or a service
for money or other consideration of value. Programs (including spot an-
nouncements) are part commodity, part service and are the things to be sold
— in spite of the jargon which speaks of selling “time.” Promotion depart-
ments exist primarily to publicize and exploit programming to achieve
increased consumption and increased sales. Business administration con-
cerns itself largely with providing the accounting, rights clearance and
clerical support necessary for program operation. Research, when carried on
in a systematic way by a station, is based on the study of programming and
questions closely related to it. Production is simply a term used for the
“manufacturing” phase of the broad programming activity.

In most station organization plans the Program Department is on a
level with all (or most) of these other specialized divisions. Yet if it is
genuinely central to the rest, why should it not occupy a special position of
rank? This is because programming is really an activity of common concern,
in which each of the departments shares a certain part. Management must
supervise and harmonize these parts into a coherent and effectively operat-
ing entity. It is the collective “programmer.”
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The Program Department itself is simply that element of organization
which is peculiarly responsible for executing management’s decisions and
policies about programming as a finished product. The head of the depart-
ment, usually called the program director, is the executive who takes the
most active role in making daily programming decisions within a context of
long-range policies set by ownership, the station manager and the executive
staff as a whole.

Staff Organization

The organizational patterns in broadcasting vary with the size of sta-
tions. In large stations, individuals are apt to hold single, specialized posi-
tions. In small stations, an individual may hold many positions — produc-
tion, sales, management — at the same time.

Rank in a station is not necessarily an indicator of status factors such
as income, seniority and prestige. For example, in a given situation, an an-
nouncer may enjoy very high status but may have an intermediate rank in
the organizational structure of the station. The office manager in the same
station may have a higher position of rank but may be making less money
and enjoving far less prestige than the announcer. Conflicts sometimes arise
between rank-holders and status-holders. A prestige announcer may resent
being ordered around by a program director of higher rank but lesser status.
In a well-managed station such problems rarely occur.

The organizational relationships within a radio station are, basically,
similar to those of any large organization. There are collaborative relation-
ships where people of comparable rank work at comparable jobs under the
same authority. (For example, several transmitter engineers working under
the leadership of the chief engineer, or several announcers supervised by
the chief announcer.) A problem in large stations frequently comes from
institutional relationships; that is, where people in different departments
using different skills may have few direct relationships with each other, but
whose totality of work must be integrated for effective functioning of the
station as a whole.

One of the most important positional relationships in broadcasting is
that of the “team,” specifically in program production, where each person
must play a particular role in a smoothly coordinated whole. For example,
the team leader at a remote pick-up point might be a newsman who directs
the work of several other persons of higher rank, such as the chief engineer,
production director and chief announcer. In effectively completing such team
efforts, normal organizational relationships are temporarily abandoned. Ra-
dio veterans will tell you that such occasions constitute “‘moments of truth”
in which the real, professional relationships of the staff are revealed far
more accurately than any study of organizational charts or observation of
routine, everyday station operation.
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Job Descriptions

There is no standard organizational pattern for radio stations in the
United States. Therefore, the job descriptions which follow show general
tendencies rather than any definite plan. The same limitation holds true for
the sample organizational charts of large and small radio stations shown in
Figures 3 and 4.

General Manager

Duties: 1) articulates the policies of the licensee-owner; 2) coordinates
and guides the departments comprising the total station staff; 3) is respon-
sible for the relationship of the station to the outside community and to all
external institutions and organizations; 4) devises and maintains efficient
business procedures for the station as a whole and as a collection of indi-
vidual departments; 5) oversces and evaluates the work of department heads
reporting to him; 6) is in charge of that part of the station’s staff called ““ad-
ministration,” including financial, personnel and managerial assistants.

Requisites: general, working knowledge of business administration, FCC
regulations, NAB Code, radio advertising practices, copyright laws, per-
sonnel management, public relations techniques, radio programming and
production, broadcasting technology, salesmanship and showmanship tech-
niques.

Program Director

Duties: 1) supervises all units and employees of Program Department;
2) executes policies set by general manager and/or ownership; 3) is respon-
sible for the daily scheduling of all local and network programming; 4)
supervises all broadcasting talent not actually attached to the Program De-
partment; 5) has primary supervision of “public service” and “public affairs”
programming; 6) assists in the development of commercially exploitable
programs and announcements; 7) supervises the auditioning and selection
of program materials.

Requisites: broad working knowledge of FCC regulations, NAB Code,
radio advertising practices, copyright laws, radio production, traffic proced-
ures, showmanship techniques, broadcasting technology and journalism.

Position: supervisory; responsible to general manager; collaborates
with production director in supervision of program execution; collaborates
with sales manager in overseeing the design and scheduling of commercial
materials.

Production Director

Duties: 1) supervises all employees of the Production Department; 2)
executes policies set by the general manager and/or ownership; 3) is respon-
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sible, with program director, for overseeing the physical execution of all
local programming; 4) is responsible, with chief engineer, for planning stu-
dio and remote equipment needs for program production.

Requisites: working knowledge of broadcasting technology; special-
ized knowledge of broadcasting showmanship techniques.

Position: supervisory; responsible to general manager (or sometimes
program director).
Chief Engineer

Duties: 1) supervises all units and employees of the Engineering Depart-
ment; 2) executes policies set by the general manager and/or ownership; 3)
is responsible for overall technical operation of the station; 4) is in charge
of maintaining necessary technical records for FCC inspection; 5) works
with production director in planning program equipment needs.

Requisites: professional knowledge of radiotelephony and FCC regu-
lations; First Class Radiotelephone license.

Position: supervisory; responsible to general manager.

Sales Manager

Duties: 1) supervises all employees of the Sales Department; 2) exe-
cutes policies set by the general manager and/or ownership; 3) maintains
liaison with national sales representatives and networks; 4) meets with pro-
spective and actual clients; 5) plans overall sales strategy; 6) works with
program director in creating and scheduling commercials.

Requisites: complete, working knowledge of radio advertising prac-
tices, sales procedures, public relations techniques, radio programming and
production.

Position: supervisory; responsible to general manager.

Announcer

Duties: 1) speaks and reads on the air; 2) plans and performs specific
programs; 3) keeps (i.e. “fills out”) the official program logs; 4) selects
recorded music for use in programs; 5) compiles newscasts from wire ser-
vices teletype copy.

Requisites: pleasant voice and personality; reading ability, fluency,
poise; working knowledge of recorded music, current affairs and broadcast-
ing showmanship techniques.

Position: responsible to program director (sometimes through a chief
announcer) ; collaborates in program execution with other announcers, pro-
duction specialists, newsmen, music librarians, copywriters and staff talent.

Production Specialist

Duties: 1) operates studio and remote control equipment during the
assembly of programs and broadcast materials; 2) edits and files audio tape
recordings; 3) devises sound effects of various sorts.
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Requisites: skilled knowledge of broadcasting technology and show-
manship techniques.

Position: responsible to production director; collaborates in program
execution with other specialists, announcers, newsmen, music librarians,
copywriters, staff talent and engineers.

Engineer

Duties: 1) operates and maintains transmitter, studio and remote
equipment; 2) keeps engineering logs and records; 3) helps design, build,
or install new equipment arrays for special program purposes.

Requisites: thorough knowledge of radiotelephony and FCC regula-
tions: First Class Radiotelephone license usually necessary.

Position: responsible to chief engineer, collaborates with other engi-
neers and production specialists in setting up remote broadcasts and studio
equipment for program execution.

Salesman

Duties: 1) sells advertising to local and regional clients; 2) services
existing commercial accounts; 3) helps plan commercial materials.

Requisites: thorough, working knowledge of radio advertising prac-
tices, sales procedures, public relations techniques, and radio programming
and production principles.

Position: responsible to sales manager; collaborates with other sales-
men, copywriters, traffic specialists, publicity planners and research people
in mapping out and waging advertising campaigns.

Traffic Specialist

Duties: 1) prepares daily schedules and types daily logs; 2) maintains
information relative to availability of program and announcement times for
commercial or other scheduling.

Requisites: knowledge of FCC logging regulations; thorough set of
clerical skills.

Position: responsible to program director; collaborates with other traf-
fic specialists, copywriters and salesmen in various matters related to pro-
gram scheduling and logging.

Copywriter

Duties: 1) writes commercial and sustaining announcements not ex-
ternally supplied; 2) writes program continuity scripts except news; 3)
maintains an orderly system for filing copy for daily broadcasting use.

Requisites: knowledge of radio advertising and showmanship tech-
niques; high verbal skill; ability to type efficiently.

Position: responsible to program director; collaborates with other
writers, traffic specialists, salesmen, production specialists, announcers, mu-
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sic librarians and staff talent in planning and designing various broadcast
materials.

Many station organization plans include a number of other staff-spe-
cialists: newsmen, women's editors, sports editors, farm editors, music
(record) librarians, publicists, audience and sales researchers, sales mer-
chandisers, office managers, secretaries, bookkeepers and chief announcers.
The work cf some of these people is examined in more detail in later
chapters.

In recent years, minority programming has taken on a more clearly
institutionalized character in the large, metropolitan markets, especially in
connection with the concerns of the ethnic and racial minorities. This has
resulted from the political awakening of many groups which had been eco-
nomically, socially and politically repressed by dominant “white” popula-
tions for many decades. These groups now demand a “share” in the offerings
and control of the mass media, including radio.

In response to direct audience pressures as well as bureaucratic
“nudges,” many radio stations in densely populated urban communities
have set up special minority programming mechanisms. These include such
forms as minority program advisory committees, minority program affairs
departments and affirmative action employment campaigns.

The advisory committees seek to bring minority concerns and aspira-
tions to bear on corporate policies, notably as they affect program content
and directions.

Since the promulgation of the FCC rules concerning ascertainment of
community needs and equal employment opportunities in 1971, many sta-
tions, depending on size, have established additional positions such as direc-
tor of community relations and ascertainment, and equal employment
program director. Sometimes the duties of these positions are simply added
on to thosc of someone already performing one of the other jobs for the
station,

The minority affairs departments which have been set up in some of
the larger stations have the regular responsibility of ascertaining community
needs and developing apposite program projects. The principal staff persons
assigned these tasks are customarily minority persons themselves.

Affirmative action employment campaigns are usually entrusted to the
station’s chief personnel authority. In smaller operations this is likely to
mean the general manager; in larger ones, a designated administrative offi-
cer. Such campaigns aim at hiring more minority persons and in training
minority personnel to take on more consequential duties.

Visits to stations — local and regional, independent and network —
would be extremely helpful in learning about their varying organizational
patterns, job responsibilities and requisites, and intra-station relationships.
Such visits will also clearly show that all management patterns focus on the
central task of effective programming,.
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ADVERTISING

It was virtually an historic inevitability that the dominant sectors of
American society should have initially perceived broadcasting as an instru-
ment of commerce. Even before direct advertising was attempted on the air
back in the 1920, the U.S. Department of Commerce was chosen to be
the “logical” governmental mechanism for licensing and regulating the
then-new radio stations. Societies elsewhere around the world looked to
their ministries of post, defense, culture or interior for such stabilizing au-
thority. But, to recall a familiar presidential observation from the period,
“the business of America is business.” It seemed altogether fitting that radio
stations, like newspapers and other organs of mass communication, should
serve the pervasive goals and purposes of commercial life.

Even so, it was also assumed from the very beginning that such com-
mercial services which were dependent on the franchised use of a publicly
owned spectrum should be “in the public interest, convenience and neces-
sity.” (This somewhat ambiguous phrase was originally drawn in a 19th
century congressional statute aimed at regulating the commerce-bearing
operation of canals and waterways. Interestingly enough, the same wording
found its way into a central provision of the Federal Communications Act
of 1934, which created the Federal Communications Commission to regu-
late broadcasting as well as a variety of “common carrier” technologies like
telephone and telegraph. The Department of Commerce had been relieved
of these growing burdens a few years earlier. )

While American society has moved away from some of the intense
commercial preoccupations of its past, advertising remains a prominent (if
not dominant) feature of U.S. broadcasting. It is still the way by which
most radio broadcasting service in the country is paid for.

Advertising involves the use of communications techniques to stimu-
late commercial activity, especially the mass consumption of goods and
services. It is a vital aspect of the competitive marketing system and a criti-
cal component of a dynamic industrial economy. Advertising can be em-
ployed strategically to create desires for new products as well as to reinforce
or modify established patterns of consumption.

Advertising practice depends on three functional elements: marketing
research, media placement and media design.

Marketing research has to do with those various activities by which
entrepreneurs try to determine: a) needs for new products and services, b)
attitudes about existing goods and merchandising schemes and c) patterns
of consumption and buying among various publics.

Media placement concerns the selection of appropriate media ‘‘chan-
nels” by which advertising messages can be efficiently directed to particular
clienteles and audiences. It requires careful empirical analyses of the circu-
lation and appeal characteristics of various media (newspapers, magazines,
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radio stations, TV networks, billboards and the like). It also necessitates
continuing research studies into the media behavior of particular groups
of people, including the bulk and minority population components discussed
earlier.

Media design is that field within the advertising trade in which the
creative message specialists do their work. Any advertisement must attract
the favorable attention of the readers, viewers or listeners to whom it is
especially directed. Its symbol content must skillfully manipulate psycho-
logical factors so as to excite a desire to consume, reinforce or redirect a
competitive purchasing habit or channalize latent buying impulses. The
design of such messages is an art, indeed.

Local radio stations are centers of intensive advertising activity, in
spite of the fact that much of their commercial traffic often originates and
is managed from “outside” by advertising agencies located on Madison Ave-
nue (in New York City) or elsewhere.

On a station’s staff are people assigned the important job of surveying
local, rcgional and national marketing phenomena in order to know when
and where to go after new advertising accounts. These specialists, usually
called “time salesman,” must be able to identify dynamic business under-
takings that are likely to require advertising stimulation. They are also re-
sponsible for collecting and organizing favorable data about the circulation
and appeal of their station’s programming efforts. These data are employed
to persuade media placement agencies (and local advertisers who do their
own advertising placement) to make contract use of the broadcast facility
for getting messages across to desired audiences.

Station Organization and Practice

Not surprisingly, these advertising sales activities are carried on much
more informally in a small station which serves a rural market town than
in a large facility located in a major metropolitan area. At the small station,
market surveys may merely involve the salesman’s scanning local newspa-
pers or auditing competitive stations to see which advertisers are currently
active. Armed with such helpful knowledge, he will try to divert some of
their business to his own station. Or he may decide to go out after com-
petitive accounts.

In stations of all sizes, salesmen are customarily assigned a number of
potential advertising accounts to check routinely for possible business.
Once any of these potentials signs up as his customer, the salesman will set
aside a regular time to “service” the new account, although this may repre-
sent nothing more claborate than a casual personal visit to pick up informa-
tion for a revision of advertising copy. Rarely does the salesman at a small
station have to resort to more “scientific” sales methods to keep his clients
satisfied and under contract.
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The contrary is true in a larger, more highly organized station. There,
time sales is apt to be an cnterprise requiring professional management and
acumen. Most accounts originate with advertising agencies which represent
manufacturers, distributors or large-scale retailers. These agencies have
media placement experts who insist on buying time “scientifically.” Stations
must be prepared with a wealth of facts and figures about their coverage,
circulation, audience characteristics and program popularity ratings. Rate
indices likc the “cost per thousand (listeners)” are often of paramount im-
portance in these negotiations. Salesmen must become highly skilled to deal
effectively with such sophisticated concepts. Fortunately, the contract sums
involved in these transactions are frequently very sizable, with correspond-
dingly attractive payments for the salesmen, agencies and other parties
included.

The larger stations are likely to have sales departments of consider-
able scope, with a variety of skills attached. In addition to the salesmen
themselves there might be market analysts, statisticians and sales promo-
tion specialists. Many stations undertake to do more for their advertising
clients than merely sell them programs and air time. They accept responsi-
bility for helping the advertisers merchandise the products featured in an air
campaign — placing special point-of-scale advertising displays at retail out-
lets, designing and mailing out promotional picces to affected dealers, set-
ting up special sales meetings for the advertiser’s own field personnel, and
the like.

Radio stations also maintain staff capacity in the highly specialized
media design field. Copywriters are employed to think up and write soni-
cally attractive and psychologically appealing commercial announcements
to lure listener-consumers to the sponsor’s product. Staff producers, engi-
neers, musicians and announcers get into the creative act by serving as
talent for the artful production of these aural advertisements.

In a very small station thesc production efforts might well involve
every staff member in some capacity or other. A typical situation might be
the following: the receptionist-traffic clerk types up the scripts which have
been written by the copywriting sales manager; the chief engincer operates
the tape recorders while all three full-time announcers provide voice charac-
terizations; a second engineer-technician manipulates the turntables, car-
tridge machines and audio board; the general manager himself serves as
timer and producer-director.

By contrast, a prestigious station in a cosmopolitan market might
employ a number of “free-lance” writers, announcers, musicians and pro-
duction experts to implement the creative design of a number of announce-
ments to be employed in running an important advertising campaign.
Meanwhile, the station’s regular staff would devote all its energies to the
production and airing of appealing programs into which these new spots
could be scheduled.
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It should be clear by now that the programming of the station is the real
means by which an adverting announcement reaches both bulk and minority
audiences. It is most unlikely that many people would consistently tune in
a radio station which broadcast nothing whatever but advertising materials,

one after another. The programs provide the attractant context for com-
mercial “pitches.”

Revenue Sources

Radio stations earn revenue from their advertising activities in several
different ways. Foremost is the direct income received for the sale of air
time to advertisers or their agencies. Often stations also generate revenue
from production fees assessed advertisers who need to have new aural
materials created for broadcast. There may also be extra charges attached
to the placement of “spots™ inside, or adjacent to, certain popular programs.
In the instance of outright program sponsorship, the advertiser may be
required to reimburse the station for the full cost of the program, totaled
into a figure which usually includes a profit factor.

Not all gross income from advertising stays in the station’s own bank
accounts. Even before direct expenses are met, the station usually has to
pay out various commissions. These are fees computed as relatively minor
percentages of specific advertising income promised under contract to the
particular salesmen, media placement and advertising agencies responsible
for “bringing in the business.” Consequently, the charge rates set by a sta-
tion for its advertising services are proportionately increased to allow these
deductions to be made without jeoparding profit margins.

Advertising is a hard and often frustrating business. It is highly specu-
lative in nature. There are no guarantees or warranties possible for those
who “buy in.” Every advertising campaign, even the most deliberately
planned and executed, is in the final instance nothing more than a calcu-
lated gamble. Competition among the media is fierce, and sometimes the
economic consequences seem unreasonably harsh to the individuals in-
volved. Yet, because advertising is a deeply-rooted element of most broad-
casting activity in the United States, those who intend to work in the field,
especially at the management level, would do well to learn as much as
possible about practical advertising techniques and procedures.

Station Process

As a work process, radio advertising is likely to involve several steps.

It begins with an analysis of the advertising potentials of a commercial
firm not already on the air, or not represented in the accounts of the station
in question. This sort of analysis is customarily made by the sales manager.

Once a prospect is identified and “sized up,” the account is assigned
to a salesman. He works up a presentation for the potential client in which
time rates, audience shares and copy themes are attractively packaged.
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The presentation often takes place in the store, office or plant of the
respective sponsor, although larger accounts in metropolitan markets usu-
ally pay advertising agencies to work out their advertising and media cam-
paigns. Where the latter is the case, the presentation may take on more
formal proportions.

Once the sale is made and a contract signed, the salesman calls in the
traffic and copy departments to work out the details. The traffic department
sees to it that the announcements or programs are properly logged into the
schedule. The copy department has the job of “creating” announcement
themes and advertising texts. Except where advertising agencies handle
copy-writing, the station must arrange to have the writer visit the client’s
place of business to collect information on the goods or services to be
promoted.

Back at the station the copy is prepared, checked with the client (usu-
ally by telephone) and then, where necessary, produced on a tape cartridge.
The production department and announcing staff become involved at this
point in converting words on paper into an electronic message.

Advertising charges are based on length (air time), frequency and time
of placement of the commercial announcement and, frequently, on the type
of program in which it is placed. All this is shown on a “rate card” which
is made available to prospective advertisers. A typical rate card is that of
WRVA, Richmond, Virginia. (See Fig. 5.)

Computer

It will be noted elsewhere in this book that radio is still undergoing
significant technological changes in its methods of operation. This is true
not only in respect to production and transmission. It is to be observed in
the programming and management sectors as well.

Computers are beginning to make a heavy impact on the ways in which
a radio station keeps business accounts, prepares sales reports and program
logs, analyzes audience data and inventories its technical supplies. While as
yet few local stations actually own their own computers, numbers of them
nowadays arrange to “tap in” to large computers operated by data system
firms. An ordinary teletypewriter connected to the computer bank by tele-
phone lines is used to “converse” with the distant computer on a “time-
shared” basis. A specially trained station employee is given regular respon-
sibility for feeding information to the computer and for signaling the machine
to analyze and retrieve data units.

Where this kind of direct connection is impractical or too expensive,
some stations simply lease weekly computer time from a nearby data firm.
A station employee travels to the computer center at various intervals to
“input” new information and to ask the computer to print out various sales
analyses, equipment inventories and accounting records which are needed.

It is very likely that before too many years computers will be used for
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SECTION |-ANNOUNCEMENTS:

“AA" A g e “p
Per Week Min. 30 Min. 30 Min. 30 Min. 30 Min
1 65 52 55 44 3% 28 25 20 10
6 63 50 53 42 34 27 23 18 9
12 60 48 50 40 33 26 2 17 8
18 57 46 47 38 31 25 19 15 7
24 54 43 44 35 29 23 17 14 6
Per Year
500x 50 40 40 32 26 21 15 12 5

10 SEC. 50% OF MINUTE RATE—(2) COUNT AS (1) FOR FREQUENCY.

SECTION 1-PACKAGE PLANS AND FEATURES:

Total Audience Plan: (7 Consecutive Days)
Min. 30
Wkly “aa” “A”  "B"  “C" EA WKLY EA WKLY
15 3 3 5 4 36 540 29 435
20 4 4 7 5 32 640 26 520
30 5 5 n 9 28 840 23 690
ROS Plans (7 Consecutive Days)
Min 30
WKLY EA WKLY EA WKLY
Heli t ffic R 8
25 ROS 5:30amMID. - Mon.Sun. 256 6256 20 500 ST VD )
50 ROS 5:30amMID. — Mon.Sun. 22 1100 18 900 7:30-8:30 am/4:45.5:45 pm, Rotating AM-PM Weekly
Sold in multiples of two (2) weeks.
Per Week Cost Each
Min, 30
2 5 60
3 73 58
5 70 56
10 65 52
TIME CLASSIFICATION
“AA" - 6:00-10: ~Fri.
5 MINUTE NEWS JAAT - 6:0010:002m Mon-Fi
A - 3:00-7:00 pm Mon -Fri.
- . “p o cogare cagves sepyre - 6:00 am.7:00 pm S".
aa A ° ¢ o g 5:30.6:00 am Mon.Sat.
X 97 80 P8 g2 2 - 10:00 am-3:00pm  Mon.-Fri.
156X 88 73 50 34 13 <
260X 79 65 a5 30 10 : P un
“c” 7:00 pm-Mid. Mon..Sun.
"D - Mid.-5:30 am Tues.-Sun.

Fig. 5 Rate Card
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more than routine record keeping, calculation and data processing. It is
entirely feasible to forsee a time when many stations will be able to link up
their program automation systems with computers in such a way as to
allow the computer to use carcfully designed “judgment” in actually se-
quencing and logging the broadcast schedule. In this sophisticated system,
for example, a computer could even be programmed to work out the selec-
tion and scheduling of appropriate musical recordings with which to “fill”
to the second the unused time following a baseball game or live news event.
A computer might also be able to “scrutinize” pre-recorded commercial an-
nouncements to decide whether or not a particular copy theme was “logical”
in a certain broadcast context. If the computer had been informed that it
was a cold, rainy day outside, it would scan and reject a soft drink commer-
cial which was pitched to listeners suffering from heat and sun, substituting
one which played up the virtues of flavor or price.
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WRITING

BY ROBERT L. HILLIARO

RaDIO has been called the art of the imagination. The radio
writcr is restricted only by the breadth and depth of the mind’s eye of the
audience. The writer has complete freedom of time and place. He or she is
not limited by what can be presented visually. The radio audience cannot
select what it wants to hear (or “see” in its imagination). The writer, through
effective combinations of sound, music, dialogue — and silence — can
create whatever stimuli is desired and may place the audience in any physi-
cal relationship to any character. A vivid illustration of this and, appropri-
ately for this chapter, an example of good script writing is Stan Freberg’s
award-winning spot announcement, “‘Stretching the Imagination.”

MAN: Radio? Why should I advertise on radio? There’s nothing
to look at...no pictures.

GUY: Listen, you can do things on radio you couldn’t possibly
doon TV,

MAN:  That’ll be the day.

GUY: Ah huh. All right, watch this. (AHEM) O.K. people, now
1 give you the cue, I want the 700-foot mountain of whipped
cream to roll into Lake Michigan which has been drained
and filled with hot chocolate. Then the Royal Canadian Air
Force will fly overhead towing the 10-ton maraschino
cherry which will be dropped into the whipped cream, to
the cheering of 25,000 extras. All right. .. cue the moun-
tain. ..

157
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SOUND: GROANING AND CREAKING OF MOUNTAIN INTO BIG
SPLASH!

GUY: Cue the air force!

SOUND: DRONE OF MANY PLANES

GUY: Cue the maraschino cherry. ..

TING WHIPPED CREAM.

GUY: Okay, twenty-five thousand cheering extras. ..

SOUND: ROAR OF MIGHTY CROWD. SOUND BUILDS UP AND
CUTS OFF SHARP!

GUY: Now. .. you wanta try that on television?
MAN: Wwell...

GUY: You see...radio is a very special medium, because it
stretches the imagination.

MAN: Doesn’t television stretch the imagination?
GUY:  Up to 21 inches, yes.

Courtesy of Freberg, Ltd.

Unfortunately, the writer does not have complete freedom. While the
medium itself provides wide aesthetic flexibility, the organization and con-
trol of the medium create restraints. Because commercial radio broadcast-
ing is dependent upon advertising revenue for its existence, the content of
radio has been traditionally oriented toward the widest possible audience
in order to provide the maximum number of potential customers. The spon-
sor and producer frequently searched for and often found the broadest
common denominator — a euphemism for the lowest common denomina-
tor. Basing programming solely upon quantitative measurements, as repre-
sented by ratings, tends to adversely affect the qualitative aspects of the
medium.

On the other hand, the intense competition in radio following World
War II, as the growth of television forced radio to re-evaluate itself, resulted
in a direct interplay between the rating game and the search for and crea-
tion of new formats. The increase in specialization in the late 1960's and
early 1970’s turned station orientation away from the largest general audi-
ence to a consistently faithful largest possible specialized audience.

The radio writer is restricted by censorship of various kinds. The rules
of the FCC and the pressures of public attitudes combine to bar material
that may be considered by the general audience to be profane, obscene or
otherwise in bad taste. In the early 1970, for example, the FCC, with
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Congressional prodding, forced abandonment of the so-called “topless” radio
format (see Chapter 3). Although stations using this format had found it
to be highly successful in attracting audiences, there were virtually no pub-
lic objections from cither the industry or the public to the FCC’s actions.
Another form of censorship is that of sponsor control. If any piece of mate-
rial might tend to alienate any potential customer anywhere, almost always
that material will be deleted before the script or program is finalized. Cen-
sorship also occurs because of a sponsor’s personal prejudices, which may
range from attitudes about modern art to intolerance of specific religious or
political ideas. No wonder we so often hear complaints that the content of
radio, with rare exceptions, is bland and squishy!

The various forms of censorship create ethical as well as artistic prob-
lems for those writers who believe that they and their medium are a part of
the world and that material dealing with the realities of life, including issues
of significance to the community that may be of a controversial nature,
should be a vital and integral part of a given script.

For standards of practice and overt areas of content regulation as
voluntarily practiced by the stations themselves, the prospective writer
should obtain a copy of The Radio Code from the National Association of
Broadcasters, 1771 N Street, N.W., Washington, D.C. 20036. The Code’s
program anc advertising standards can be found at the end of this chapter.

It is true that the practical considerations of keeping a job sometimes
create a dichotomy for the writer between the potentials of radio and the
restrictions imposed by the industry. Yet, even if conforming to the latter
in order to continue working in the field, the writer should not lose sight of
the capabilities of the medium or of his or her own role and responsibility
in affecting — as only the mass media can — the minds and emotions of
the audience.

‘What are the areas of radio writing today? More and more they have
become limited as television has taken away the more popular entertain-
ment-art feztures that dominated early radio. For practical purposes, radio
is no longer a source for drama or for variety shows. The radio playwrights,
who for a time in the 1930’s and early 1940’s were among the most creative
writers in America — the Norman Corwins, the Archibald Macl eishes, the
Arthur Millers, the Ernest Kinoys and others — went into television, the
theatre and film or disappeared from the field entirely. (The revival of some
dramatic programming in late 1973 and early 1974, including replays of
some “old-time” radio shows, is at this writing not far enough along to indi-
cate a trend.)

At the same time, certain areas of radio writing have become more
significant. Foremost of these are commercials and news. As noted in
Chapter 1, although radio faltered after the rise of television, it came back
and is stronger than ever in terms of audience, stations, advertising and
profits. The commercial announcement is at least as important as it ever
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was. The growth of the all-talk station in the early 1970’s has resulted in a
re-emphasis on news, discussion and interview shows. The good stations,
ranging from large city stations to regional stations to exceptional local sta-
tions, make an effort to go beyond the platitudinous ad-lib and try to prepare
their recorded musical programs with taste and originality. The competition
among formats and within each format, as described in Chapter 3, requires
creativity and, hopefully, uniqueness.

The primary areas of concern to the radio writer today and the areas
with which this chapter will primarily deal are: commercials, news and
sports, special events, documentaries, music, interview and discussion pro-
grams. The drama, however, is not ruled out as an area of study. Indeed, it
is the base for all other writing. The radio writer of any program type
should, as much as possible, be steeped in the techniques of good dramatic
writing, for drama is an integral part of all other forms, from the dramatized
commercial to the semi-documentary presentation. Accordingly, a brief
overview of radio dramatic writing is included here.

Basic Production Elements

Just as the painter must know the tools for expression on canvas, the
radio writer must know the tools of the sound medium. The writer must
have a basic knowledge of the potentials and limitations of the technical
aspects of radio in order to know just how far he or she can go in creating
a mind’s eye picture for the audience. The writer must also have command
of the terms designating various production aspects in order to clearly state
in the script the device or action called for. The elements of production that
directly affect writing technique include use of the microphone, sound ef-
fects, music and the special devices of the control room.

The microphone. The writer should know the five basic microphone
positions: a) on mike, where the performer speaks directly into the mike
and the audience is put in the same physical setting as is the performer;
b) off mike, where the performer is some distance away from the mike,
and the audience in its imagination sees the performer as some distance
away from its own place in the setting; ¢) fading on (or coming on), where
the performer gradually approaches the mike while speaking, and the audi-
ence “sees” the performer coming toward it in the imaginary setting; d)
fading off (or going off), the exact reverse of fading on; and e¢) behind an
obstruction, where either through an electronic or manual device it sounds
as if there is a barrier, such as a wall or door, between the performer and
the center of audience orientation.

Sound Effects. Sound effects, also designated by the writer in the
script, serve seven major purposes: a) to establish locale or setting; b) to
direct the audience attention to emphasis on a particular sound; ¢) to estab-
lish time; d) to establish mood; e) to signify entrance and exits; f) to serve
as a transition between program segments or between changes of time or
place; and g) to create unrealistic effects.
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Music. The writer must know how and where to indicate the use of
music in the script to achieve any one or more of five major purposes:
a) as content for a musical program; b) as the theme for any program
type; c) for the bridging of divisions in a program; d) as a sound effect;
and e) for background or mood.

Techniques and terms. When designating how sound and music are to
be employed, the writer must use terms universally understood by radio
production people. Essential terms are: a) segue (seg-way), the following
of one sound immediately by another; b) cross-fade, the disappearing of
one sound even as the next one is being heard and growing stronger; c)
blending, the combining of two or more sounds at the same time; d) cutting
or switching, the instantaneous and abrupt movement from one sound
source to another; and e) fade in and fade out, the gradual appearance of
a sound, and the reverse.

More detailed descriptions of how production elements are achieved
and utilized may be found in Chapters 2 and 6 of this book.

Audience Orientation

The radio medium permits a subjective as well as objective orienta-
tion of the audience. That is, the writer can, through proper designation of
technical elements to be used, take the audience along with a performer or
situation in the radio script. For example, in a public service announce-
ment on safe driving, the audience may be with a character riding in a car.
The car approaches the edge of a cliff. The writer must decide whether to
put the sound of the character’s screams and the noise of the car as it
hurtles down the side of the cliff “on mike,” thus keeping the audience with
the car, or to fade these sounds into the distance, orienting the audience to
a vantage point at the top of the cliff, watching the character and car fall-
ing downward.

THE DrRAMA

Although, as previously -indicated, there is little outlet for the play on
radio at this time, the basic form of dramatic structure applies to other
forms of radio writing, including the oft-used dramatic commercial and
the potentially highly artistic documentary.

Although the genius and inspiration of playwriting cannot be taught,
the proven principles of good dramaturgic technique, which apply to the
structures of all plays whether written for the stage, television, motion
pictures or radio, can be utilized as tools for the construction and develop-
ment of effective radio drama.

The writer of radio drama must be as familiar with the basic tech-
niques of playwriting as is the person who writes the Broadway play. It
must be remembered always that drama is heightened life, not a literal inter-
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pretation of it, and that the comparatively short broadcast time allotted to
a single drama on radio requires a special heightening and condensation.
Sources for the play are several: an event or happening, a theme, a charac-
ter or characters, a background. No matter what the source, however, it is
important to remember that all dramatic action is expressed as manifesta-
tions of the needs and purposes of the characters of the play. The characters
in a drama are not carbons of real life, but are most effectively developed
from a quintessence of many characters from the actual world. Perhaps the
best continuing serics on radio where drama is still produced is “ The Eter-
nal Light,” which effectively illustrates the combining of dramatic form and
characters of real life, approaching what shall be described later as a semi-
documentary or fictional documentary form.

The writer who would write plays for radio would do well to concen-
trate first on the clements of dramaturgy as taught in a course on play-
writing. For purposes of practical application in the commercial radio field
today, it is sufficient here to note the special dramaturgical characteristics
of radio that are important to the writer who would apply these principles
not necessarily to the play, but to the other forms of writing that are most
often produced.

Foremost, the writer must remember that he or she is dealing in mental
images, with an “art of the imagination.” The writer is not restricted by
unities of time and place, as is frequently the writer for the theatre. Radio
may present a character in one setting and in a twinkling transport that
character — and the audience — to an entirely different setting. Radio may
move us from a polar ice cap to the moon to a battlefield to a jungle to the
depths of Hades, creating without restriction the settings for our imagina-
tions. Radio has no visual limitations and the writer's own imagination
should not be restricted by what he or she can “see.” Radio has no physical
limitations and can accommodate a conventional battlefield — or peace
conference — with tens of thousands — or dozens — of participants, or,
within seconds, a dozen celestial battlefields — or meeting places — with
millions of interplanetary participants. No matter how loose the unities of
time and place, however, the unity of action must be inviolate: that is, the
dramatic script must have a consistency and wholeness of purpose and
development; each sequence must be totally integrated with every other
sequence, all contributing to the total goal or effect the writer wishes to
create.

The radio play must have a plot structure approximating that of the
good play in any medium: exposition, a conflict, complications, a climax
and, if necessary, a resolution. It must have rising action which creates
suspense and holds the interest of the audience. Because of the limitation
of time, exposition may be revealed even as the action unfolds, the conflict
may come at the very opening of the drama, and the play may be limited
to one simple plot line.
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Character should be the motivating factor in the drama. Time limita-
tions prevent development of character in great depth, however, and some-
times plot, not character, becomes the motivating force. The characters, in
any event, should be consistent with themselves and appropriate with real-
ity, although heightened from real life. Character is revealed by what a
character does and not principally through what is said; this creates a diffi-
culty in radio, where actions, not descriptions, must be presented through
dialogue and sound. Because too many voices may become confusing to a
radio audience, the writer should limit the number of roles in the play and
the number of characters in any one scene.

Dialogue must be consistent with itself and with the character, appro-
priate with the situation and the characters, and dramatically heightened.
Because everything on radio is conveyed through dialogue and sound —
and silence — dialogue on radio serves to forward the situation, reveal
character and uncover the plot line even more than in other media. The
dialogue should clearly indicate all the action taking place, introduce the
characters and tell who they are and even describe them. But it must be
done subtly and not through trite description of oneself or another character.

Exposition is difficult in radio because of the time limitation and be-
cause it must be presented solely through dialogue and sound. To solve this
problem, radio drama utilizes a narrator more frequently than do other
media.

Preparation must be valid and presented subtly. The writer must be
sure that the audience is prepared for whatever the character does at the
end of the play. Because of the lack of visual cues, radio frequently requires
an overabundance of preparation.

Setting is extremely important in radio, since it must serve as a visual
base for the audience. The writer faces the difficulty of creating visual
images solely through dialogue and sound, but, on the other hand, is limited
only by the audience’s imagination. The mental picture created must be the
right one for the situation; the locale and environment must be believable
for the characters and must forward the psychological and aesthetic pur-
poses of the author as well as the plot of the play. Sound effects and music
are highly important in clarifying movement, setting and action. Transitions
of time and place, and exits and entrances must be clear.

ANNOUNCEMENTS AND COMMERCIALS

Spot announcements may be commercial or non-commercial materials.
Messages may be of varying lengths. A station break, usually 10 seconds,
may consist entirely of the ID (station identification) or it may have a
2-second ID accompanied by an 8-second announcement. Other announce-
ments within the “break” time may include a public service announcement,
a station “cross-plug” for one of its other programs, a news flash, a service
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announcement — combining public service information with a sponsor
identification — and, of course, a commercial.

Word counts sometimes may be used to determine time lengths for
straight verbal messages. Approximate counts are: 10 seconds — 25 words;
20 seconds — 45 words; 30 seconds — 65 words; 45 seconds — 100
words; 60 seconds — 125 words. Commercials may be inserted within
programs purchased by a sponsor and may be of longer lengths, with a
90-second announcement including about 190 words and a 120-second
message containing about 250 words. Sometimes an entire 5- or 15-minute
segment of programming may consist entirely of a commercial. The FCC
has found that program-length commercials are not in the public interest,
and in early 1974 was considering specific rules dealing with this practice.

Public service announcements frequently are given as part of the 1.D.
The local radio station usually receives such announcements in a form
already prepared by the writer for the distributing organization.

20-SECOND RADIO ANNOUNCEMENT

The lost Colony’s population in 1587 was 118, before it van-
ished mysteriously. In North Carolina last year, 21,000 persons
died from heart disease—“a Lost Colony of Heart casualties every
48 hours.” The North Carolina Heart Association urges regular
“Health and Heart Checkups” for you. See your physician.

Courtesy of North Carolina Heart Association

Some special service announcements are written for specific programs,
to be inserted at appropriate places in the format. The following illustrates
how the writer not only can go beyond the general spot announcement,
but orient it toward a particular station and locality.

DISC JOCKEY PROGRAM (30 SECONDS, RADIO)
(AFTER MILLION RECORD SELLER)

DISC JOCKEY

. _ (title and artist)

————— ...a record that sold a million cop-
ies. Easy listening, too. But here’s a figure that’s not easy to lis-
ten to: Over 1,000,000 American children are seriously emotion-
ally ill. During National Child Guidance Week, the
PTA, in cooperation with the American Child Guidance Foundation,
is holding a special meeting toacquaint you with the problems faced
by children in____(townorare)  Ji’s to your benefit to attend. Be
there...____(date and address) ...learn what you can do to help.

Prepared for American Child Guidance Foundation, Inc.,
by its agents, Batten, Barton, Durstine & Osborn, Inc.
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The public service announcement, although not selling a product,
nevertheless attempts to persuade the listener to support some cause. It
must, in that sense, follow the purposes and techniques of commercial
writing. At the same time, it must be in good taste and appeal to the audi-
ence’s highest attitudes and feelings.

Commercial Formats

The straight-sell format is a simple, direct statement about the product.
The straight-sell frequently uses a slogan or a gimmick that is repeated for
a relatively long period — weeks, months and even years. The educational
commercial usually uses logical, rather than emotional appeals, and re-
flects institutional as opposcd to product advertising. The testimonial varies
from the endorsement of a product by a celebrity to the asserted use of
the product by ordinary people with whom the audience can most readily
identify. Humor may vary from gentleness to outright satire. Musical com-
mercials have long been popular. From the early jingle, musical com-
mercials developed in some instances into presentations by entire orchestras
and by the early 1970’s the song had replaced the jingle. Dramatizations
are very effective, particularly if they can be incorporated into the action of
the program itself. Through the use of the dramatization the writer can
easily apply the five steps of persuasion, described below, for the solving of
a problem by one or more of the characters involved in the action of the
commercial.

The radio commercial may be either live or recorded (on record, tape
or cartridge).

Writing Techniques

At one time the art of persuasion was practiced primarily in speech
making. Today it is effected largely through the writing of advertising copy,
including broadcast commercials. The relationship between persuasive speak-
ing and advertising can be found in the application of Aristotle’s principles
of rhetoric. Aristotle noted three appeals: logical, ethical and emotional.
The three, particularly the last one, emotional, apply to the writing of com-
mercials today. An emotional appeal is not used to make one laugh or cry;
rather, it plays on the basic needs and wants of the person or persons to
whom it is addressed. Analyze the next few commercials you hear. You will
notice that in all probability they will appeal to the non-intellectual, non-
logical aspects of the prospective customer’s personality. The automobile
commercial, for example, most often appeals to the need for power and
prestige. Most commercials are not so overt, however, and the good writer
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uses subtlety in making the appeal. Other basic emotional appeals are self-
preservation, love of family, patriotism, good taste, reputation, religion,
loyalty to a group and conformity to public opinion.

In order to use appeals effectively, the writer must know the audience
as intimately as possible. Because the audience of the mass media is so
diverse, accurate analysis is almost impossible. However, depending on the
content of the program in or around which the commercials appear, and
the location and coverage of the station, the writer can come to some con-
clusions concerning the needs and wants of the audience. Before writing the
commercial, the writer should attempt to determine, as far as possible, the
following about his potential audience: age, sex, size, economic level,
political orientation, primary interests, occupation, fixed attitudes or beliefs,
educational level, knowledge of the product, and geographical concentration.

One of the techniques that has largely eluded writers except as an
occasional flash of inspiration has been that of knowing which approach
best motivates which audience group. Demographics — the analysis of the
audience makeup as a base for specific commercial content and technique
as well as for the station format and sound — is a relatively new element,
although the principle of audience analysis has always been a basic factor
in all writing. In the early 1970’s demographics began to become critically
essential to agency operations. In 1972 the Radio Advertising Bureau ana-
lyzed the frequency of occurrence of elements in 100 Clio Award commer-
cial entries. RAB notes that no definitive conclusions can be drawn from its
analysis, that a larger sample needs to be used, that there is no indication
whether the commercials were liked by the listeners or not, or that the
writers were correct in their choices of creative elements. The following
chart, however, does provide an indication of what elements the writers
thought would be effective and which they put into commercials for the
different listening groups.

Commercial elements — frequency of occurrence

ADULT
ELEMENTS SAMPLE VBN WOMER  WOMRY  IEens
Singing 45% 45% 23% 47% 75%
Instrumental music only 18 10 27 17 15
Announcer/primary role 47 50 37 50 55
Announcer/secondary role 32 15 40 37 30
Celebrity announcer 5 5 10 3 0
Humor 46 35 70 47 20
Dialogue/interview 39 40 53 37 20
Sound effects 33 45 33 37 15

Base 100 20 30 30 20
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The five steps in persuasive technique (Dewey’s, Borden’s and those
of many recognized authorities who have examined the subject are similar
in almost all instances) are found in the organization of the well-written
commercial. These steps, in chronological order, are a) getting attention,
b) holding interest, c) creating an impression that a problem of some sort
exists, d) planting an idea of how the problem may be solved, and ¢) getting
action — in this instance, the purchase of a product. An analysis of the
script below delineates the five steps of persuasion. First, attention is ob-
tained by the talking of an inanimate object. Interest is held through the
presentation of a conflict: “It’s cold out and we’re going to try to get
started,” and through the sound effect of the hard starting of a motor. The
impression that a problem exists occurs in the above and is further verified
by the groaning and the statement that the pistons “can’t get moving.” Be-
cause of the brevity of the commercial — just 30 seconds — the subtle
planting of an idea of how the problem may be solved is bypassed for the
direct statement: adding a can of the advertised product. That the product
solves the problem is made clear through the starting of the motor and is
followed up by the statements designed to get action from the listener:
purchase of the product.

MR. MOTOR: Now hear this...this is Mister Motor talking to
the moving parts in this engine. It’s cold out and we’re going to try
to get started.

SOUND: HARD STARTING

MR. MOTOR: Sounds like groaning among you pistons.

PISTON: It’s so cold down here we can’t get moving.

MR. MOTOR: Then we’ll add a can of Wynn’s Friction Proofing.
SOUND: GLUG, GLUG, GLUG

MR. MOTOR: It makes cars start fast in cold weather... elimi-
nates the need to warm up a cold engine. Let’'s try again.

SOQUND: MOTOR STARTING SMOOTHLY

MR. MOTOR: Smooth!

ANNCR: Wynn’s Friction Proofing makes starting easier, elimi-
nates the need for cold engine wa:m up. Guaranteed to satisfy or

your money back!

Courtesy of Wynn’s Car Care Products; and

Erwin Wasey, Inc.
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The persuasive technique approach varies according to the form of
the commercial and its length. The longer the commercial, the easier it is to
make each step of persuasion more effective. In some forms it is difficult
to see just how the process is being used — but it is there. See if you can
trace the use of the persuasive technique in the following examples of dif-
ferent commercial formats: straight-sell, testimonial, humor, musical and
dramatization. All of these commercials, incidentally, are Clio (for creative
excellence) or Effie (for marketing excellence) award winners.

STRAIGHT SELL

SFX:

ORSON WELLES:

SFX:

ORSON WELLES:

MUSIC:

ORSON WELLES :

Created by

Clock gonging. Horse & carriage.

It's 3 a.m. in the French Quarter of New Orleans. How'd you like
the best cup of coffee in town? And a beignet. That's a square
donut without a hole,

People talking, doors opening & closing, plates rattling.

This is the place. Morning Call. Find a stool at one of the
elbow-worn marble counters and while you're waiting for your order,
take a look around.

Eastern theme fade up and throughout.

The place hasn't changed much in the past 100 years. Same counters,
same foot rail, Same mirrors where you can watch and be watched
sipping coffee and sprinkling powdered sugar on hot beignets,

that still cost a nickel. Only in New Orleans...one of the places
that make Eastern what it is...the second largest passenger carrier
of all the airlines in the free world...the Wings of Man,

Young & Rubicam International for Eastern Airlines.

TESTIMONIAL

Hello, I'd like to tell you something about myself. I used to be a drunk,

and a chronic drunk driver. In the ten years between my first arrest and
having my license revoked I racked up 19 major traffic violations, I caused 6
serious accidents, injured 3 people besides myself and had my license suspended

twice.

I was still driving and drinking.

Then one night I was driving home after work and I had a few and I hit this kid
on a bicycle. He died before they could get him any help. He was just 11 and

a little younger than my oldest boy. I'm living with that now. I was too drunk
to see him then, but, I can see him now...and I remember.

ANNCR: This message was brought to you by The General Motors Corporation

General Motors Corporation ''Safer Driver Radio series. Created by Robert

Dunning, N.W. Ayer & Son, Inc., New York




AUDIO:

HUSBAND:

I can't believe I ate that whole thing.

WIFE: You ate it Ralph.

HUSBAND:

I can't believe I ate that whole thing.

WIFE: No Ralph, I ate it!

HUSBAND:

I zan't believe I ate that whole thing.

WIFE: Take two Alka-Seltzer.

ANNCR,

For headache and upset stomach, no aspirin or antacid alone
relieves you in as many ways as Alka-Seltzer. For headache and upset stomach,

WIFE: Did you drink your Alka-Seltzer?

HUSBAND:

Tte whole thing.

Courtesy of Miles Laboratories and Wells, Rich, Greene, Inc.

MUSICAL

Courtesy of The Coca-Cola Company.

Song:

I'd like to buy the world a home
and furnish it with love. Grow
apple trees

and snow white turtle doves

I1'd like to teach the world to sing
(sing with me) in perfect harmony
(perfect harmony) and I'd like to
buy the world a Coke and keep it
company

It's the real thing.

I1'd like to teach the world to
sing (what the world wants today)

In perfect harmony (perfectly)
I'd 1ike to buy the world a Coke.

and keep it company

It's the real thing. (Coke is)

What the world wants today Coca-Cola.
It's the real thing. What the

world wants today Coke is.
Coca-Cola.

Greenaway, William Backer and Billy Davis. McCann-Erickson, Inc.

Words and music by Roger Cook, Roger
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DRAMATIZATION
ANNCR; Hi audience.

AUDIENCE: Hi Bill,

ANNCR: Welcome to "Win or Lose," and now here's our contestant, Frank Mather.
FRANK: Hi, Bill,
ANNCR: Your question, Frank is (DRUM ROLL) figure out your bank checking

statement,
FRANK: Oh...
(TICKING OFF TIME BEHIND FRANK)
FRANK: Let's see,,.Thirty-two dollars...that was my gasoline bill. I think.

Twelve dollars and eight cents...that was...can I use my check stubs?

ANNCR: Go right ahead, Frank,

FRANK: Let's see. That amount must be my car payment,,.No,..Yes!

ANNCR: Time's running out, Frank.

FRANK : Well all these amounts all over my statement...how can anybody figure
it out?

ANNCR: (BUZZER SOUNDS) Oh, sorry Frank. You lost.

ANNCR 2: Figuring out a checking statement can be a problem. So Bank of America

has done something about it. We've introduced the Timesaver Statement.
We put your check numbers on it and list